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To hear, one must be silent. 
—A Wizard of Earthsea by Ursula Le Guin  1
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TO THE INSIDE 
(Intro)  2
Writing should [be done] like floating clouds and flowing water; from the very 
beginning there should be nothing hard or fixed. —Sung Shih  3
I. Manifesting Simplicity 
This text began as ‘Manifesting Simplicity,’ a paper titled after the literal translation of the 
Chinese characters for ‘zen’  and as a series of conversations staged between two instances of 4
‘Adrian Clement.’ The intention was to explore the underlying principles of Zen Buddhist 
practice evident in the aesthetics of simplicity and traditional Japanese culture, as well as a 
group of contemporary artists and designers. The text was also focused on the discovery of a 
historical chronology that explicitly connects both of these contexts. Whilst many of these 
topics remain central to this writing, its focus has shifted away from the idea that my work is 
about ‘manifesting simplicity’ to my work being the practice of ‘manifesting simplicity.’ 
This seemingly subtle shift in focus has resulted in significant implications. In the tradition of 
Zen Buddhism, which heavily informs my practice, emphasis is placed on the dissolution of 
intellectual constructions that we project onto life, ultimately extending to Buddhist 
constructions themselves. In earlier manifestations of this text, I caught myself making 
constructions out of Zen, which included forming an identity of myself as a ‘Zen Buddhist 
artist’ and I found that I needed to transcend the trappings of this identity. Whilst 
‘manifesting simplicity’ is still true for me in my practice of Zen Buddhism, I began to observe 
a problem with projecting the notion of ‘manifesting simplicity’ onto my writing and creative 
projects, as well as the theory and work by designers and artists I am referencing. As it is said 
metaphorically in Zen Buddhist literature, to practice Buddhism is to wash away, with soap, 
our intellectual constructions and by contrast to practice Zen Buddhism is to go a step further 
and wash away the soap. Through the writing of this text I have attempted to wash away as 
much of the soap as possible.  
I observed that unless Zen Buddhism is being referenced directly within art—either through 
the symbols we associate with its tradition or by engaging in the forms of traditional Japanese 
 ‘To the inside’ is the translation for the Latin word ‘intro.’ ‘Intro’ is also employed here as a playful reference to the convention 2
of titling an introductory track of music on an album ‘intro.’ Furthermore, this establishes my intention to borrow from the 
conventions of a musicial album. Each chapter can be thought of as a ‘track’ or a song and is titled in a poetic manner, drawing 
out a particular phrase or ‘melody’ from within the chapter. The length and function of each chapter varies, much like tracks do 
on an album, and establishes a certain ‘musicality’ in the flow of the thesis. The thesis ends with an ‘outro,’ again borrowing a 
term used in music, and is a play on the Latin ‘intro’ (in Latin, ‘outro’ does not translate to ‘to the outside,’ rather ‘outro’ is Old 
Portuguese derived from the Latin ‘alterum’ meaning ‘the other’). In addition, ‘to the inside’ and ‘to the outside’ are phrases used 
to frame the act of entering into the text and returning back to the world, and the text in the conclusion makes explicit reference 
to this. The title of the thesis, ‘If You Listen Closely’ can be seen as the ‘album title,’ and the video artwork that the title of the 
thesis is derived from can be considered the ‘title track.’
 Wilson, William Scott, The One Taste of Truth: Zen and the Art of Drinking Tea (Massachusetts: Shambala Publications, 2001), p. 3
27
 Ibid.4
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culture with which Zen Buddhism is historically viewed as intrinsically connected—a Zen 
Buddhist-influenced practice should not explicitly appear to have anything to do with Zen 
Buddhism. However, the principles of a Zen Buddhist practice do inevitably apply to such an 
artist’s work and whilst it may not be evident in its outward forms, the embodiment of a 
simplicity and clarity that is the absence or emptiness of self-centred thinking (which is also 
the restraint or removal of self-identity, but does not preclude life-centred thinking or thought 
that is necessary for our function and creative expression as human beings) can be, and is, 
sensed, and this indeed provides audiences with an experience of the simplicity and 
spaciousness of mind that is manifested through Zen Buddhist practice. 
  
Nonetheless, in keeping with the spirit of Zen Buddhist practice, I do not wish to be viewed as 
a ‘Zen Buddhist artist’ and furthermore do not wish to frame this text as a ‘Zen Buddhist 
research paper.’ Rather, I am primarily concerned with how Zen Buddhism has come to 
influence, consciously and unconsciously, a group of contemporary artists and designers who 
embody these aforementioned qualities of conceptual emptiness and aesthetic simplicity, and 
who represent a contrast to Western notions of simplicity or minimalism that are considered 
self-conscious and draws from theories of the subject that are based in logic and rationality. It 
is amongst these artists and designers, and their alternative philosophy of simplicity that 
partly derived from Zen Buddhism, that I situate my own work. My contention is that these 
artists and designers should not be called ’Zen Buddhist artists’ or ‘Zen Buddhist designers’ 
because this is reductive and ignores the other influences and factors that have forged Zen 
Buddhism in our contemporary culture of globalisation.  
II. Small But Encompassing  
Whilst it is true that manifesting simplicity can be applied and practiced in any context, it 
became evident to me that I particularly needed to exercise clarity and simplicity in this text. 
In a conversation with actor and writer Greta Gerwig on The Organist, Gerwig speaks about 
the influence of poetry on her writing for its often singular focus, whether that be a tree or an 
experience that one has had in their life.  For Gerwig, it was a striking reminder to avoid the 5
complexity of trying to say everything in a single text, whether that be a film or a play. When 
looking back at earlier drafts of this text, I recognised that I was attempting to do such a thing: 
attempting to write several texts without a clear understanding of the one text that I needed to 
carve out amongst the others. Gerwig’s recorded conversation, as well as conversations I had 
with others about my writing, prompted me to find clarity, but it was also my Zen Buddhist 
practice to manifest simplicity and it was this practice that enabled this for me. Having said 
this, Gerwig also recounts having subsequently read Charles Dickens’ expansive novel Bleak 
House (1852-1853) and saw the benefit in a maximalist writing style. For me, this text has a 
seemingly paradoxical focus on both singularity and expansiveness; whilst the text is 
concentrated on aesthetics and philosophies of simplicity I also draw this out through a wider 
perspective, and the very nature of life and its interconnectedness is unfathomably vast.  
 Gerwig, Greta, ‘Episode 38: Play It Forward: An Interview with Greta Gerwig,’ The Organist (December 18, 2014). Last accessed 5
online on February 15, 2016 at: http://www.kcrw.com/news-culture/shows/the-organist/episode-38-play-it-forward-an-interview-
with-greta-gerwig
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The simplicity that defines my body of work also draws influence from the fiction of Amy 
Hempel. In an interview with Rob Hart, Hempel speaks about how she prefers working very 
short (in the medium of ‘short-shorts’ or prose poems) because what she is drawn to is 
capturing and expressing moments.  Hempel elaborates that these are moments, “when power 6
shifts between two people, or moments when something small but encompassing happens.”  7
To illustrate her point, Hempel quotes the poem “Changing Everything” by Jane Hirshfield, 
which involves (in Hempel’s words) “a person walking in the woods who picks up a stick and 
moves it to the other side of the path and says, ‘There, that’s done now.’”  Similarly, many of 8
the works that comprise my accompanying body of work are about something ‘small, but 
encompassing.’ 
III. Abandoning the Snare 
The purpose of a fish trap is to catch fish, and when the fish are caught, the trap is 
forgotten. The purpose of a rabbit snare is to catch rabbits. When the rabbits are caught, 
the snare is forgotten. — Chuang Tzu  9
I also recognised that certain methodologies and techniques I employed in the initial stages of 
my writing were like training wheels, and having reached the point where I realised such an 
aid (and I employed many) was no longer necessary or useful, I removed certain aspects of the 
writing, including the format of self-conversations. I would like to discuss the various 
methodologies that I employed that are no longer present in this text, including the 
conversational format or Socratic method, which allowed for both an exploration of ideas and 
also the overall shaping of the text itself. As part of manifesting simplicity, it became my job to 
eradicate these methodological constructions once they were no longer useful. This is not 
unlike Zen Buddhist practice itself, where constructs are sometimes used as a way to 
ultimately go beyond them.  
In earlier drafts of my thesis, I approached the task by staging a series of conversations 
between two instances of ‘Adrian Clement.’ This methodology allowed the ‘self’ (Adrian 
Clement) to be deconstructed and seen as a materiality which is a part of a much larger whole. 
In writing these series of interviews, I was able to establish ‘Adrian Clement’ as a device to 
direct one away from the construct of self and highlight the reality of our interconnectedness. 
Even though this methodology is no longer present in the current form of this text, the text 
nonetheless sill embodies both the time in which it has taken me to complete it, as well as the 
personal transformations that have taken place throughout my study that the methodology 
originally enabled. In the tradition of Buddhism, the notion of self, for example the identity of 
‘Adrian Clement,’ is recognised as a mental construct and whilst it serves an undeniably 
 Hart, Rob, ‘Amy Hempel Interview,’ The Cult: The Oﬃcial Fan Site of Chuck Palahniuk (August 27, 2008). Last accessed online on 6
February 15, 2016 at: http://chuckpalahniuk.net/interviews/amy-hempel-interview
 Ibid.7
 Ibid.8
 Merton, Thomas, The Way of Chuang Tzu (Boulder: Shambala Publications, 2004), p. 1799
– –12
 
important function within our society and culture, it is considered to be the smaller ‘self’ 
which is part of our much larger ‘self’—that being our interconnectedness that encompasses 
all things. Considering also that this interconnectedness is impermanent and in a constant 
state of flux, we can also see our larger ‘self’ as no ‘thing’ at all, but rather an activity, a 
process, an aliveness. I approached the depth and word-count that this research has oﬀered as 
an opportunity to envision a conversation with my larger ‘self’ within the singular voice of my 
subjectivity, thus containing and representing the conversations of the artists, designers and 
theorists that I have referenced and explored throughout my research and those discussions 
that have taken place in and around the completion of an accompanying body of work. The 
function of any good text is, like the Latin roots of the word ‘text,’ its ability to weave things 
together, and this writing attempts to weave together missing links in the area of my research, 
thus connecting seemingly disparate aspects of my larger self.  
A subject of the book The Complete Correspondence 1928–1940 by Theodor W. Adorno and 
Walter Benjamin, as well as its translation, is the notion that translating something exactly 
from one language to another is not possible because of the subjectivity of the translator who 
chooses words that best convey the essence of the original language based on their notions of 
its meaning.  As in traditional haiku poetry, where the subjective is seen as an inferior topic 10
in comparison to the objective—because the subjective is acknowledged as something 
naturally contained and expressed within the objective—the translation of my research into 
conversations was a process of exchange between my subjective voice and the larger 
objectivity of the field in which I work and have researched. The format of the conversations 
allowed for the generational lineages of wisdom and influences I am defining in my research 
to be embodied in the aliveness of the present moment. And thus, because there is only the 
present moment, the present-tense format of conversations allowed me to break down 
barriers of dualities, particularly those between ‘self’ and ‘other,’ ‘past,’ ‘present’ and ‘future,’ 
and ‘fact’ and ‘fiction.’  
The spirit of enquiry that the conversations represented remains alive in the current 
manifestation of this text. In a letter to a young poet, Rainer Maria Rilke wrote that one should 
“show patience towards everything in your heart that has not been resolved and try to cherish 
the questions themselves” and not to “hunt for the answers just now—they cannot be given to 
you because you cannot live them.” Rather, Rilke writes, the point is to “live the questions.”  11
The conversation format I employed was a love of questions and open-endedness, a dialogue 
that deconstructed what is known into unknowing. The conversation format allowed me to 
live and embody these questions in the present moment.  
A notion proposed by graphic designer Kenya Hara (who I will write about in more detail in 
this introduction) in his publication White (2007), is that Japanese, or Eastern, 
communication is characterised by an emptiness or openness that surrounds its language. 
Rather than defining a fixed point of view, a kind of fluidity is enabled that is equivalent to the 
flow of a roundabout as opposed to the dualistic nature of start and stop traﬃc lights. The 
 Adorno, Theodor W. and Benjamin, Walter, The Complete Correspondence 1928-1940 (Cambridge: Harvard University Press, 10
2000)
 Rilke, Rainer Maria, Letters to a Young Poet (Massachusetts: Harvard University Press, 2011), p. 4511
– –13
 
format of dialogue, an exchange between two parties, intends to portray this kind of fluid 
point of view, which is aligned with the Buddhist notion that “not knowing is most intimate”  12
or, as Socrates wrote, “true wisdom is in knowing that you know nothing.”  This fluidity is 13
also what is referred to by Shunryu Suzuki as a ‘beginner’s mind,’ a mind that is open—not 
closed—to possibility.  Hara writes about the form of expression of a ‘creative question’ that 14
requires no definite answers “because it holds countless answers within itself.”  15
These conversations were an expression of this kind of ‘creative question.’ They were also a 
mode of enquiry, modelled on the kind of question-and-answer technique known today as the 
Socratic method, based on the belief that the way to attain wisdom is through searching 
discussions with others. Playing both the interviewer and interviewee in a series of 
conversations was not just a stylistic convention that I employed. More importantly, it became 
the process that I employed over the duration of this writing that allowed developments and 
discoveries in my practice and research. However, to go back to the aforementioned metaphor 
in Chuang Tzu, after I had written the conversations, I realised they were a snare that allowed 
me to catch the fish and that, because they were no longer useful for myself or the reader, I 
needed to take the next step of forgetting about (and abandoning) the snare in favour of 
keeping with the spirit of manifesting simplicity.  
The critic Lawrence Weschler is well known for his interviews with other artists, such as 
Robert Irwin who he conversed with over several decades. This resulted in, amongst other 
books, the 2008 publication of Seeing Is Forgetting the Name of the Thing One Sees: Over Thirty 
Years of Conversations with Robert Irwin, which is an expanded version of an original 1982 
publication of Seeing Is Forgetting the Name of the Thing One Sees: A Life of Contemporary 
Artist Robert Irwin. In an introduction to a collection of essays celebrating the great 
conversationalist’s work, Rachel Cohen points out that the word ‘conversation’ in fourteenth-
century English means “living together, having dealings with others,” and this was derived 
from Latin roots, where “to live with, keep company with,” was based, literally, in ‘con’ and 
‘vers’—“to turn about with”.  The conversations represented the impact of my ‘turning about’ 16
with various theorists, artists and designers of past and present, and how this has resulted in 
the phenomena of (what was previously known as) a paper called ‘Manifesting Simplicity’ and 
a collection of accompanying creative projects. Operating as an individual within 
interconnectedness—what Zen teacher Richard Baker would call ‘inter- independence,’  the 17
conversations were exchanges between my ‘small self’ and my ‘large self.’ In this paper I am 
the interviewee and the interviewer; I am the essayist reviewing a text and the essayist being 
reviewed; I am the artist being asked about his work and I am the artist asking questions. This 
 Smith, Elihu Genmyo, Everything is the Way: Ordinary Mind Zen (Boston: Shambala Publications, 2012), p. 11512
 Hara, Kenya, Designing Design (Baden: Lars Müller Publishers, 2007), p. 37613
 Suzuki, Shunryu, Zen Mind, Beginner’s Mind (New York: Shambala Publications, 1970), p. 214
 Hara, Kenya, White (Baden: Lars Müller Publishers, 2008), p. 6115
 Cohen, Rachel, ‘You Have to See This: Portraits of Lawrence Weschler,’ Timothy McSweeney's Quarterly Concern, Issue 44 (San 16
Fransisco: McSweeny’s, September 2013), p. 170
 Baker, Richard, ‘On the Occasion of Zen Center’s 50th Anniversary,’ San Fransisco Zen Centre (August 8, 2012). Last accessed 17
online on February 15 at: http://sfzc.org/on-the-occasion-of-zen-centers-50th-anniversary
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is true even though I have no longer included the format of conversations. It is true because 
everything is the product of conversation and that we are all of us always asking questions.  
The conversations that are explicitly referenced in this text are the interviews I held with 
Geoﬀrey Dawson, who is a Zen Buddhist teacher in the lineage of Joko Beck, the founder of 
the Ordinary Mind Zen School, Sydney, and a registered psychologist and co-founder of the 
Australian Association of Buddhist Counsellors and Psychotherapists (AABCAP). I am 
indebted to Dawson for our conversations, which are quoted at length throughout this text, for 
they provided me with enormous clarity and understanding. 
If there is one thing about the conversation format that is still very much a part of this text, 
then it is the text’s conversational tone and commitment to openness and dialogue. 
IV. If You Listen Closely 
You need not leave your room. Remain sitting at your table and listen. You need not 
even listen, simply wait, just learn to become quiet, and still, and solitary. The world 
will freely oﬀer itself to you to be unmasked. 
—Franz Kafka  18
In this text I explore, and propose, a diﬀerent way of experiencing and making art, one that is 
more akin to how we experience design and music, modelled on the theories of the designers 
that I explore in subsequent chapters. This way of engaging with art is rooted in traditional 
Japanese culture, Shintoism and Zen Buddhism, where things do not need to stand in for 
something conceptual, but are instead experienced functionally and experientially through 
the faculties of our senses. Whilst these experiences can light our imaginations and resonate 
with a personal narrative and intellectual thinking, these things are seen as secondary to our 
more concrete sensory experiences that we have when we encounter an artwork. The title of 
this text, ‘If You Listen Closely’ refers to the ability to hear a sound, or feel a physical sensation 
in ones body, or see the vibrancy of a primary colour, just as it is, if one were to listen, feel or 
look closely. Experiencing the ‘suchness’ of art is possible, but requires something of the 
viewer. Part of what is required is to discard our current cultural and social ideas of art, where 
everything has to mean something. Often when I visit a gallery with a non-artist (a relative, for 
instance), I find that they are intimidated because they don’t understand the art they are 
experiencing (and as a consequence they are often dismissive). One could say that these 
people do not ‘speak the language’ of the work they are viewing, or do not have the 
educational context to provide them with an understanding of what they are looking at. Or 
that it is symptomatic of a larger cultural and social tendency for conceptualising one’s 
experience, and the inability to do so in certain contexts scares them. However, the same 
thing cannot be said of music, which most people are able to engage with on an experiential 
level, or of design, where objects are approached and engaged with on a functional level. What 
I write here proposes that we discard the notion that art has to be perceived intellectually in 
order to be understood. I propose that this is a blockage and in my research I point to diﬀerent 
cultures where an understanding towards art is vastly diﬀerent. The current paradigm in 
 Turkle, Sherry, Reclaiming Conversation: The Power of Talk in a Digital Age (New York: Penguin Press, 2015), p. 6718
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Western culture towards art, one of intellectualisation, is often unjustly boxed in and makes us 
miss a more concrete experience of an artwork, and of life itself. 
V. Autobiography  
At one stage I considered removing all biographical information about myself on my website 
and replacing it with the statement that, “Adrian Clement makes art, plays and teaches music, 
and writes.” There would be nothing else said about me or my practice on my website, except 
of course the work itself. This proposes that I refuse to be categorised by a particular activity 
or a single, overarching conceptual premise. For this study, I made twenty six artworks, or 
series of works, including six projects in the medium of digital media (printed as A4 inkjet 
prints on archival paper), four artist books (one of which is a collection of photographs), six 
sculptures (or series of sculptures or object-based works), four video projects, two 
installations, one photographic installation, one photographic triptych, one performance-
installation and one ongoing online photographic series. This is not to mention additional 
work undocumented in this thesis, including a public art commission by Ashfield Council 
(materialised as an outdoor painting-installation and accompanying website) and various 
other projects and workshops conceived outside of the conceptual parameters of this current 
writing (a strategy to keep myself sane throughout this writing which seemed to keep 
expanding to something Dickensian). However disparate this collection of artworks may 
seem, both on a conceptual level and also in terms of the variety of mediums and strategies 
employed, there is one thing that unifies them, which is an underlying aesthetic (and 
philosophy) of simplicity. More precisely, this aesthetic of simplicity is an aesthetic of things 
as they are, what is known in a Buddhist context as ‘suchness.’ Although the early influence of 
conceptual art and minimalism in my work cannot be denied, I share more in common with 
this Eastern notion of simplicity and it is my aim throughout this text to provide a counter-
perspective to the philosophies associated with simplicity and minimalism in Western culture 
by drawing on both my own practice of Zen Buddhism and also the theory and work of Hara 
and his peers. 
VI. Starting Out Blue 
Discussed: Chapters One and Two 
Exegesis: the crazy person’s search for proof they’re not crazy. 
—Chris Kraus, I Love Dick.  19
This thesis begins with the central question about what an artwork implies when an artwork is 
about nothing. It is in this opening chapter that I establish a philosophical framework for this 
text and accompanying artwork by clarifying for the reader that I am exploring the theme of 
nothingness in the context of Zen Buddhism, as opposed to Western notions of nihilism. 
Furthermore, I begin to explore how nothingness equates not to meaninglessness but to 
conceptual emptiness. I also look at what is meant by conceptual emptiness and its 
relationship to the emptiness of self. I ask: What do audiences experience in the absence of 
intellectual abstractions and self-impediment? I argue that it results in an experience of 
 Kraus, Chris, I Love Dick (London: Tuskar Rock Press: 2015), p. 17119
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simplicity for the audience, and that to provide this for viewers is the overarching intention of 
my work. Furthermore, I begin to speak to the notion that the Buddhist conception of 
emptiness is not one of stagnancy, but of fluidity—that in the transience of emptiness there is 
potentiality and renewal, and this is a point that is demonstrated throughout my body of 
work. 
An exegesis of my creative practice is woven throughout the theoretical content of this thesis. 
In doing so, I am emphasising inseparability between my art practice and the act of writing 
about art. The first instance of exegesis begins with the first chapter, where I begin to 
introduce ideas about ‘nothingness’ in the context of my own work by firstly referencing my 
2014 installation Four Monochromes. In the chapter, I discuss the methodology of this 
installation, which I previously employed in 2013 in a series of artworks titled Collection 1 
through to Collection 4. It was in these four artworks where I first—explicitly and consciously 
at least—enquired into conceptual emptiness and emptiness of self and so it is worth talking 
about these projects briefly here, even if I do not discuss them in the main part of this text.  
These four collections involved the collection, presentation and redistribution of specific 
categories of blue objects. This included blue discarded objects (trash) that were found, 
presented as an installation and later redistributed; blue cars (collected photographically), 
blue objects in a friend’s home that were found, sorted, organised and photographed over a 
duration of nine months; and blue artworks by a diverse group of artists, which was presented 
as a curatorial project. In each of these projects, as with Four Monochromes, which I discuss in 
more detail in the first chapter, the premise of the artworks was to make something out of 
nothing; to make something out of the impermanence of the process of collection and 
redistribution. The artworks are also about nothing on a conceptual level, and, through the 
way in which I installed and presented these artworks, I was intending for the objects in these 
collections to be seen outside of the framework of our normal experience. 
The title of the second chapter, ‘Going Behind the Structures of Our Normal Experience,’ is 
lifted from a quotation from social anthropologist Mary Douglas whose claim is that the value 
of art is to enable us to “go behind the structures of our normal experience.”  I not only agree 20
with Douglas’ claim but also identify it as a central concern for my artwork, for I equate our 
“normal experience” with a habitual experience, one in which we constantly project 
intellectual constructions onto the ‘suchness’ of life.  
VII. Where I Come From 
Discussed: Chapters Two and Three 
A Zen Buddhist framework is established in the second chapter in my discussion of my own 
Zen Buddhist lineage and the teachings of Charlotte Joko Beck (1917–2011), a Zen teacher 
based in San Diego, California, who studied with Hakuuan Yasutani (1885–1973), Sōen 
Nakagawa (1907–1984) and Hakuyū Taizan Maezumi (1931–1995). Together with her teaching, 
and through the publication of her books Everyday Zen: Love and Work (1989) and Nothing 
Special: Living Zen (1993) as well as the release of several of her talks on a recording titled 
Living Everyday Zen (2008) through which she reached a worldwide audience, Joko Beck 
 Douglas, Mary, Purity and Danger, (New York City: Routledge, 1966), p. 4720
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made a significant contribution to Zen Buddhism by teaching students to address 
psychological barriers and emotions, rather than bypassing them, and to work with whatever 
comes up in their daily lives, “including being in a relationship, family life, the workplace as 
well as the formal and structured practice of Zen.”  Of particular note is Joko Beck’s emphasis 21
in her teaching of seeing through our self-centred thinking and judgements that we habitually 
project onto life. Joko Beck emphasised a practice of dropping out of this disembodiment and 
dropping into the present moment experience of sensations in our body. 
My attraction towards the aesthetics of simplicity began as an interest in the art of Western 
Modernism and what is generally considered the Minimalist Art movement, and later 
developed into an interest in modern and contemporary graphic and industrial design. At the 
time, I was studying at the College of Fine Arts (now known as UNSW Art and Design) where 
the divisions between art and design were less defined, and I took classes with design students 
in such courses as sound design. Since this point, I have treated art and design equally, both in 
terms of how I view these practices and also in how I attribute their influence to my own 
practice. However, I ultimately became more attracted to the field of design, and it was 
through this interest that my enquiry into the aesthetics of simplicity deepened. On intrigue, I 
requested that I be given a copy of Designing Design by Kenya Hara for my twentieth birthday 
in 2010, not knowing anything about Hara or his writing, but on account of judging a book by 
its cover and its Amazon reviews, which in retrospect seems surprising considering that Hara 
is a central reference throughout this text.  
I read Hara’s book very slowly, perhaps over the course of a year, for as Diana Nyad, the long-
distance swimmer and author of the 2015 memoir Find a Way reflects in The New York Times 
on her reading of Lawrence Krauss’ A Universe From Nothing over a four-month period, “every 
sentence required putting the book down and attempting to fathom what I had just read.”  I 22
re-read Designing Design on an annual schedule as my interest in Hara’s writing and work 
gradually increased, and on each occasion my experience has been one of reading the text as if 
for the first time. The book, and Hara’s work at large, introduced me, either directly or 
indirectly, to a wide range of contemporary artists and designers, many of whom I now cite as 
the biggest influences on my practice and form the group of aforementioned contemporary 
artists and designers which this study is considering in a new context. This group include: 
Masahiro Mori (1927–2005), Sam Hecht (b. 1969) and Kim Colin (b. 1969) (Industrial Facility), 
Martin Creed (b. 1968), Tokujin Yoshioka (b. 1967), Hiroshi Sugimoto (b. 1948), Jasper Morrison 
(b. 1959) and Marc Newson (b. 1963). Although my tie to Minimal Art and Modernism cannot 
be refuted, it must be emphasised that this represents an earlier informative influence on my 
practice, and the focus of this paper is placed on designers or artists who work in an 
interdisciplinary manner or draw their own influence from the field of design. 
Historical relationships between art and design are further explored in the third chapter. I 
begin to examine a chronology of events, movements and people, including the 
aforementioned artists and designers, which I construct as evidencing an explicit connection 
 Dawson, Geoﬀrey, Ordinary Mind Zen Centre, Sydney, ‘About Ordinary Mind Zen,’ last accessed online on May 9, 2015 at: http://21
zensydney.com/About-Ordinary-Mind-Zen
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with traditional Japanese culture and Zen Buddhism (Appendix A). The purpose of detailing 
this lineage is to establish an alternate philosophical framework and understanding of 
minimalism, which demonstrates a contrast to what I have observed in contemporary culture 
in the West as culturally ingrained notions of minimalism that derived from the logic, self-
consciousness and rationality of Modernism. And yet, I explore how these notions of 
Modernism are not entirely accurate. 
The chronology also serves to link traditional Japanese culture to the field of contemporary 
design. For the purpose of this study, I will focus on designers Kenya Hara (b. 1958) and Naoto 
Fukasawa (b. 1959), including their work for MUJI, the Japanese retail company. Although 
Hara and Fukasawa are significant to the influence of traditional Japanese culture on 
contemporary design, it is of curious note that they omit reference to Zen Buddhism in their 
preference towards Shintoism, despite their explicit chronological link to Zen Buddhist 
practice. Throughout the thesis, I will examine their work and theory as it is informed by 
Buddhist philosophy, and explore how it remains central to a range of contemporary artists 
and designers who they are associated with, which is also the context within which I situate 
my accompanying body of creative work. 
In this third chapter I ask: In what context and tradition do I frame my work? I ask this 
question conscious of the fact that I am not making art within the context of traditional 
Japanese culture, that I am an artist based in Australia, and yet one who draws heavily from 
the practice of Zen Buddhism and the influence of designers and design theory. I also ask this: 
How does framing my work in the context of the intersection between art and design allow for 
my work to embody emptiness and openness? And what other artists are operating at the 
same intersection? 
The third chapter also asserts a correlation between ‘conceptual emptiness’ and the practice of 
Zen Buddhism, and focuses on the Zen Buddhist principles in the context of traditional 
Japanese culture, which enable me to make this claim. 
VIII. Expansion  
Discussed: Chapters Four and Five 
One of the four blue collections, Collection 2, expanded into an ongoing photographic series of 
blue cars called Ten Thousand Blue Cars. Even though Four Monochromes is chronologically 
the first project examined in this text, it is worth pointing out that Ten Thousand Blue Cars, as 
an extension of the Collection projects, is the first (of many) projects that make up this text’s 
accompanying body of work. By its nature as an ongoing project, it is also my most recent 
project and it also cannot be contained by the period of time which this text encapsulates. Ten 
Thousand Blue Cars is the topic of the fourth chapter, and is included to provide a history of 
the work that has brought me to this line of enquiry and prefaces the many works that come 
after it. In chapter five, I write about my project Red Monochrome, a site-specific installation 
for QT Hotel, and I discuss the notion of ‘reverence’ in relation to the way in which objects are 
treated in my projects, which is not dissimilar to the qualities of care and mindfulness evident 
in Zen Buddhist ritual. This is true for the Collection projects and Ten Thousand Blue Cars, and 
continues to be relevant to my work at large. 
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IX. Defining a Historical Chronology 
Discussed: Chapters Six and Seven 
The historical chronology that I define throughout this text is marked by four figures and 
roughly four cultural movements (See Appendix A). The figures are scholar D.T. Suzuki 
(1870-1966), philosopher and writer Soetsu Yanagi (1889-1961), designer Sori Yanagi (1915–
2011) and the aforementioned designer and writer Kenya Hara. The four cultural movements 
are traditional Japanese culture, the Mingei movement, the Bauhaus movement and 
Modernism, and contemporary design. Beginning with Suzuki, who was responsible for the 
dissemination of Zen Buddhism in the West, I begin to explore how traditional Japanese 
culture is predominately a continuation of Zen Buddhism in chapter six, by examining the 
subjects of Suzuki’s seminal 1959 publication Zen and Japanese Culture, including the art of 
calligraphy, painting, swordsmanship, haiku and tea. In this chapter, I also write about Suzuki 
historically and his influence on Western culture and philosophy, in particular giving 
attention to the Kyoto School, a Japanese philosophical movement connected to Kyoto 
University that he was associated with and which contributed to cross-cultural exchange 
between Western and Eastern philosophy, and included such figures as Martin Heidegger 
(1889–1976), who’s work drew considerable influence from, and parallels, Zen Buddhism. 
Soetsu Yanagi is predominately known for being a co-founder of the ‘Mingei’ (or ‘arts of the 
people’) movement in Japan, together with British potter and art teacher Bernard Leach (1887–
1979), Shoji Hamada (1894-1978) and Kanjirō Kawai (1890-1996), which celebrated traditional 
arts and craft of Chinese, Korean and Japanese culture for its unpretentiousness and absence 
of self consciousness. It is within Yanagi’s publication The Unknown Craftsman: A Japanese 
Insight Into Beauty, a collection of essays adapted by Leach, that Yanagi explores these 
notions in further depth in parallel to Zen Buddhism. British designer Jasper Morrison (b. 
1959), who is a colleague and contemporary of Fukasawa and Hara, wrote that Yanagi’s life 
work “led to a cultural awakening in pre-war Japan which had long been absent.”  Yanagi also 23
founded the Korean Folk Crafts Museum in 1924 and the Japanese Folk Crafts Museum in 
1936.  
The next figure to feature predominately within this lineage is Soetsu Yanagi’s son, Sori 
Yanagi (1915–2011), who is a topic of chapter seven. Sori Yanagi was a highly influential 
designer who took over the ‘Mingei’ movement shortly after his father’s death, and he played a 
significant part in the beginning of the Japanese modern design movement. In my thesis, I 
make the claim that it is through the figure of Sori Yanagi that the principles of Zen Buddhism 
and traditional Japanese culture, as well as the Mingei movement, became translated into 
Modernism and Western culture. Sori Yanagi also symbolises—as much as actually bridges—
the cross-cultural exchange that occurred between Modernism in design and architecture—as 
well as the Bauhaus movement—and the philosophies that underpinned the ‘Mingei’ 
movement and thus by extension historical Zen Buddhism. The influence of Sori Yanagi on 
contemporary design—and the designers whose work and writing I explore throughout this 
text—cannot be understated.  
 Morrison, Jasper, ‘Goodbye Sori Yanagi,’ Domus (Milan: Editoriale Domus, January 2012). Last accessed online, 16 July, 2014 at: 23
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If I can add one more ‘movement’—if you can call it that—to the four I included above (and it 
would exist alongside contemporary design) it would be the Japanese retail company MUJI, 
where so many of the contemporary designers who belong in this lineage have taken part in 
shaping its identity. Hara is one such designer, in this instance a graphic designer. So is 
Fukasawa, who overseas much of its industrial design and designs many of its products. I 
want to add MUJI here to the list of cultural movements, because—as I argue in the thesis—I 
see MUJI as an actualisation of the many philosophies of the Bauhaus movement, amongst 
them the democratic ideal of good, minimalist design for the people at aﬀordable prices. As 
Sori Yanagi observed, this ideal was not too dissimilar to that of the ‘Mingei’ movement and by 
extension certain philosophies of Zen Buddhism, and so MUJI for me becomes—at least at 
this point in history—where this lineage beginning with traditional Japanese culture and Zen 
Buddhism resolves. 
In chapter seven, I will explore the historical relationship between traditional Japanese 
culture and Modernism, the influence the former had on the latter and the influence the latter 
had on the former. I argue that traditional Japanese culture and Modernism should not be 
treated in a dualistic way. 
X. Obvious to the Point of Stupidity 
Discussed: Chapters Eight and Nine 
Fukasawa is also known for his curatorial project and publication Super Normal: Sensations of 
the Ordinary, which was a collaboration with designer Jasper Morrison. This exhibition is 
explored in chapter eight, which investigates how the theories of ‘without thought’ and the 
‘Super Normal’ embody principles of conceptual emptiness and ‘suchness.’ I also look at 
projects of mine that directly relate to the notion of the ‘Super Normal,’ including the 
photographic series Orange, in which I spent the day in Orange, the town in the mid-Central 
region of NSW, photographing objects I encountered that happened to be orange in colour. 
These ideas are further explored in the subsequent chapter. If there is a phrase that accurately 
describes my work, it is most likely to be the one I chose to title the ninth chapter: ‘Obvious to 
the point of stupidity.’ This is evident in the literality of the aforementioned photographic 
series Orange, or a collection of photographs of the walls, floor and ceiling of a gallery space 
installed in the exact location they were taken, titled after the gallery space itself (Archive 
Space), which I discuss in this chapter. Extending on ideas from the previous chapter, I 
explore the qualities of obviousness, directness, literalness and simplicity in design objects, 
predominately those designed by Jasper Morrison, and relate these to my own work. Morrison 
embodies a minimalist approach to making objects and is concerned with capturing the 
essence of things (whether that be a typology or an idea), which is also the concern of my own 
practice. In this chapter, I explore the idea that when things are conceptually empty, they 
appear as they really are. That is to say that simplicity arises when one is able to transcend 
intellectual constructions. I believe that this principle is at the heart of the aesthetic and 
formal simplicity of both Fukasawa and Morrison’s work. 
It is within these two chapters where I begin to look at the Japanese retail company MUJI. I 
propose that MUJI is the actualisation of the philosophies and ideals of the Bauhaus 
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movement whilst embodying the simplicity of traditional Japanese culture; of significance 
here is the fact of Hara, Fukasawa and Morrison’s involvement with the company as art 
director, product director and product designer respectively. As many of the aforementioned 
artists and designers have also worked for or are associated with MUJI, I use MUJI as a vehicle 
to contextualise these artists and designers whom I am collectively defining together. MUJI 
also acts as the end-point in a historical lineage that I construct which makes explicit the 
correlations between traditional Japanese culture and contemporary art and design, 
chronologically. 
In chapter ten of this text, I continue to explore the assertion made in chapters eight and nine 
that art allows us to go beyond the structures of our normal experience in relation to my work 
in digital media and the re-contextualisation of things like the highly symbolic characters of 
emoji into works of geometric abstraction. I explore how my work reframes aspects of our 
everyday experience, things that are ordinary and often go unseen, so that they can be 
perceived in their simplicity. Chapter ten also highlights one of the aims of my body of work in 
this study, which is to deconstruct the dualistic notion that the figurative cannot belong in a 
non-objective art context. 
XII. Cognitive Distortion 
Discussed: Chapters Eleven, Twelve and Thirteen 
Soetsu Yanagi, together with Suzuki, is referenced throughout this text in various chapters, 
including chapter eleven, in exploration of the notion of dualistic thinking. I dedicate chapter 
twelve to attributing and exploring the teachings of Joko Beck as a direct influence on my 
artistic practice and research. In this chapter, I further explore what constitutes dualistic 
thinking and address the concern that it could be easy to misconstrue that Zen Buddhism 
creates a trap for itself by establishing its own artificial binary between bad intellectual 
constructions and good meditative practice. By contrast, I analyse Joko Beck’s teachings for 
the purpose of making an assertion that the dualistic thinking referred to by Soetsu Yanagi 
and Suzuki in the context of Zen Buddhism does not amount to a rejection of all intellectual 
thinking processes. Rather, I claim that dualistic thinking is of a self-centred nature, and it is 
the additional unnecessary thoughts pertaining to our self, such as our self-perception, that 
are called into criticism through Zen Buddhist practice. 
This is linked, in chapter thirteen, to what are known in psychological discourse as ‘cognitive 
distortions,’ and these can include such things as polarised or ‘black and white’ thinking, 
mental filtering (focusing solely on negative elements of an experience at the expense of all 
others) and the belief that if we feel something on an emotional level then our thoughts 
related to the feeling must be true. This chapter is titled in reference to the popular ‘monkey 
business illusion’ video, which is used to convey our tendency towards cognitive distortion.  24
During the video, you are asked to count how many passes are made between two basketball 
teams. Concentrating on counting the passes, people usually miss a man in a gorilla suit who 
walks into the centre of the video and bangs his chest, before walking out of frame. Two 
projects that relate directly to the theme of cognitive distortion are discussed in this chapter, 
 Simons, Daniel, ‘The Monkey Business Illusion’, YouTube video (2010). Accessed online on 28 September,  2013 at: http://24
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both of which were approached as object-based works that move my practice more along the 
spectrum towards design. These include Acoustic Listening Device, which is an acoustic 
listening device consisting of two acrylic cubes, in which its wearer comes to hear the sounds 
of their immediate environment albeit slightly distorted, for the purpose of heightening their 
awareness. And relating to the sense of vision, Rose Coloured Glasses, titled after the idiom of 
seeing things through rose coloured glasses, which implies a “naively optimistic or idealistic 
viewpoint,”  is a piece of eyewear also fabricated in acrylic, which changes the viewer’s 25
perspective so that everything becomes, in a sense, monochromatic, and in doing so making 
them conscious of their sensory experience and its emptiness. 
XII. Emptiness 
Discussed: Chapters Fourteen, Fifteen, Sixteen and Seventeen 
Kenya Hara’s publications, including the aforementioned Designing Design, as well as White 
(2011), Ex-formation (2015) and various other essays of his in books such as MUJI and Wa: The 
Essence of Japanese Design (2014), explore several theories that are central to this text. 
Predominately, this includes Hara’s theory of conceptual emptiness, which he explores in the 
context of traditional Japanese culture and Shintoism, wherein something, like the geometric 
abstraction of a red circle on a white background that is the Japanese national flag, is 
paradoxically empty of meaning and self-expression for the purpose of providing a space for 
both sensory experience and our imagination. This is the topic of chapter fourteen, in which, 
despite being highly influenced by his theory of conceptual emptiness, I take issue with Hara’s 
conclusion that the physical representation of emptiness and the absence of self-expression is 
ultimately to stir our imaginations, and counter Hara’s conclusion by arguing that, historically 
in traditional Japanese culture, emptiness in art and design were intended to provide an 
experience of spaciousness of mind and simplicity. I find Hara’s conclusion odd and propose 
that, despite his historical link to Zen Buddhism, it is clear that there is a notable gap in his 
understanding of traditional Japanese culture by neglecting to explore its inextricable 
relationship to Zen Buddhism.  
Hara’s theory of emptiness is explored in many projects, notably the performance-installation 
The Arrangement, which features in chapter fifteen, where I also begin to discuss the cultural 
impermanence and emptiness of symbolism, which prefaces much of my work dealing with 
re-contextualisation. This theory is subsequently explore evident in chapter sixteen, where I 
discuss modular sculptures made using Lego that explore the notions of emptiness and the 
ritual of reconstruction in Shinto culture. Finally, emptiness is also at the heart of chapter 
seventeen, wherein I explore the notions of subjectivity and objectivity in relation to haiku 
poetry within traditional Japanese culture. 
XIII. Not Knowing is Most Intimate 
Discussed: Chapters Eighteen, Nineteen and Twenty 
I identify with Hara, who sees that the value in stripping away conceptual abstractions is to 
enable the possibility of coming in contact with our sensory experience. These notions are 
 Stevenson, Angus, Oxford Dictionary of English (Oxford: OUP Oxford, 2010) p. 154525
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echoed in the writing of Naoto Fukasawa, who is the topic of chapter eighteen, including his 
curatorial projects. In particular, I write about Fukasawa’s theory ‘Without Thought,’ in which 
Fukasawa proposes that the absence of our habituated thinking provides us with an 
opportunity to see things anew through the capacity of our senses. This theory of Fukasawa’s 
is very much in alignment with Zen Buddhism, and yet there are curiously no references to 
Zen Buddhism in his writing or anyone else’s writing on Fukasawa. I find this to be a major 
oversight and so this text seeks to draw out the synergies and correlation between his thinking 
and Zen Buddhist philosophy. Nonetheless, Fukasawa’s discussion of sensory experience in 
favour of intellectualisation is the theme of the subsequent two chapters (nineteen and 
twenty), which highlight the artist books Passage and Becoming, as well as Apparition, which 
is also discussed in the conclusion of this text. In these artist books, the constructions of 
individual colours, and our ability to ‘know’ them, are challenged by presenting a full 
spectrum between colours, either fading into or out of white, or transitioning into another 
colour. In these projects, it is impossible to define in intellectual terms where one colour 
begins and ends. Instead, these projects propose an ‘experiential understanding’ of colour—
indeed it is within these chapters where colour theory is discussed (and partially dismissed, at 
least on a conceptual level) in relation to my work as an artist. 
XXIV. If  A Thing is Worth Doing, It is Worth Doing Over and Over Again 
Discussed: Chapters Twenty-One, Twenty-Two, Twenty-Three and Twenty Four  
Throughout this text, various chapters address the aforementioned blockages of cognitive 
distortion, both from a psychological or neurological point of view and also from a Zen 
Buddhist perspective, and I explore the potential of art as a device that can un-block our 
intellectual preconceptions and presumptions about art. This can be achieved in a variety of 
ways, but I propose the most successful is in providing audiences with an experience of 
simplicity and spaciousness of mind. This has historical precedence in various cultures, as I 
will explore, but remains universally relevant for contemporary culture. Just as the tea 
ceremony in traditional Japanese culture was designed predominately for those who did not 
practice Zen Buddhism, art too can provide audiences with a taste of the kind of simplicity 
that is experienced in the act of sitting still and focusing on sensory experience. Furthermore, 
it can be said that Zen Buddhist meditation is not only an experience of simplicity, but 
simplicity itself.  
Throughout my thesis I explore Hara’s theory of ‘ex-formation,’ which I see as a methodology 
of deconstructing what is known so that we arrive at a fresh perspective of unknowing. There 
are several historical precedents to this theory, including Russian critic Victor Schlovsky’s 
theory of making the familiar unfamiliar, which he called ‘defamiliarisation,’ and Sigmund 
Freud’s notion of ‘the uncanny,’ where the “familiar is made strange by dint of repeated 
encounters.”  These ideas are explored in chapter twenty-one, which prefaces the subsequent 26
three chapters (twenty-two, twenty-three and twenty-four), which discuss a collection of 
artworks I created in the spirit of ‘ex-formation,’ which involved re-editing animated cartoons 
into new videos that explore the silence of background scenery, the absence of sound, 
narrative and characters, and the absurdity of repetition. 
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 XXV. The End 
Discussed: Chapters Twenty-Four, Twenty-Five, To The Outside, A Conventional Ending 
I conclude my study in several diﬀerent ways, firstly with the 2016 collaborative exhibition 
White, with my artistic partner Hayley Rose Hill. This is discussed in chapter twenty-five. This 
exhibition was a summation of the many ideas I have explored throughout this text and 
perhaps, on an aesthetic and formal level, its most explicit representation. Secondly, I 
conclude the text itself with chapter ‘the last’ (twenty-six), where I argue for the potential for 
artistic work as a form of practice that one can employ to integrate the principles of simplicity 
into their life. This final chapter explores this within the context of ‘one-corner’ style of 
traditional Chinese and Japanese painting, the aesthetic concepts of shibusa and wabi, the 
ritualised ceremony of chanoyu and oryoki as well as the work and lives of contemporary 
artists Hiroshi Sugimoto (b. 1948) and Agnes Martin (1912-2004). 
Lastly, in the first of two conclusions (the first of which mirrors this section, titled ’To The 
Outside,’ and the second of which is a more conventional conclusion as suggested by the title 
‘A More Conventional Ending’) I argue that our ability to listen closely depends on our 
individual state and practice, and so I emphasise the necessity of Zen Buddhist practice and 
assert that Hara’s inability to see beyond thinking as the primary value for work of conceptual 
and physical emptiness as indicative of his lacking a practice of Zen Buddhism. I argue that 
this is where the designers I cite for their design theory sometimes fall short and I attempt to 
fill in some of the missing gaps. And whilst my work is not about practice, I do see it as a 
practice of some kind. It may not be as literal as those who were responsible for creating the 
artistic culture associated with traditional Japanese culture but it definitely engages with my 
practice as a student of Zen Buddhism. 
XXVI. Enquiry 
The theme of the book is a sound. It goes like this: Tick, tick, tick, tick, tick, tick, tick. It’s 
the sound you’re hearing now, and it’s one of the saddest sounds in the world. 
—Scott McLanahan, Crapalachia: A Biography of Place.  27
I ask this question at the end of the text, but I’ll also ask it now with the hope that it remains 
with you throughout your reading. The question is this: If you, at the end of this sentence, stop 
reading and sit still, what is it that you hear? Can you listen closely to the sound that is always 
with you? 
 McLanahan, Scott, Crapalachia: A Biography of Place (Ohio: Two Dollar Radio, Kindle Edition, 2013) p. 3227
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CHAPTER 1. A DOCTORATE OF PHILOSOPHY ABOUT NOTHING 
On the site of an ex-haberdashery store in Kandos, NSW, are four adjacent shopfront windows 
that I filled with toys in the month of January, 2015 (Figures 1-3). From left to right, toys were 
arranged monochromatically in the colours blue (Figure 4), yellow (Figure 5), pink (Figure 6) 
and green (Figure 7). Organised loosely in neat grids, the arrangements are reminiscent of the 
lines and bands of Agnes Martin’s geometrical paintings, which are not hard and harsh, but 
rather “precise without being fussy” and thus “invitingly human.”  28
Visible in the four displays were teddy bears and various ‘soft toys’ that fit the criteria of being 
predominately one of these four colours, as well as other objects deemed ‘toys’ by local charity 
store workers where these objects were found and sourced. This included, for some reason, 
green rulers and protractors; perhaps their transparency had transformed these mathematical 
instruments into objects of play for the volunteers. The toys were collected and arranged over 
the course of a week and were re-donated to the stores at the end of the exhibition, leaving the 
display windows once again empty , with no visible sign or trace of what had occurred, almost 
as if nothing happened, but full of potential for the next exhibit. 
In this project, titled Four Monochromes (2014), the collection and redistribution of ‘found 
objects’ can be seen as the process of both making a work out of nothing, and a work about 
nothing. As the fiction writer Michel Houellebecq has said, “Anything can happen in life, 
especially nothing.”  Similarly, there is the potentiality for anything to happen in my work—29
and consequently, its interpretation—because of what I will call its ‘conceptual emptiness.’ My 
work can often be characterised by what can called ‘nothing’: this is both the simplicity and 
expansiveness of this very moment.  
The television sitcom Seinfeld (1989-1998) co-created by comedians Jerry Seinfeld and Larry 
David first introduced to me what is known in a Buddhist context as ‘suchness,’ which is the 
ability for something to stand for itself outside of intellectual abstractions. In introducing me 
to this concept, I attribute Seinfeld as a significant influence on my practice and my interest in 
researching the concept of ‘nothing.’ I would like to draw a few examples from the television 
show to illustrate how this concept of ‘nothing’ is explored and what it constitutes. 
Firstly, in the sixth episode of the second season of the television series Seinfeld,  three of the 30
main characters (Jerry Seinfeld, George Castanza and Elaine Benes) arrive at a Chinese 
restaurant to have dinner before they see a movie together. The entire episode is shot in real 
time with no scene breaks and for 23 minutes we join the characters through their frustrations 
as they wait for a table that becomes available to them only after they abandon all hope. 
 Schiﬀ, Karen, ‘Karen Schiﬀ celebrates Agnes Martin’s life and work,’ Tate Etc., Issue 34: Summer, 2015 (London: Tate, 2015), p. 28
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Seinfeld titles each episode in a direct and literal manner according to its thematic content, 
and so this episode is called ‘The Chinese Restaurant.’  31
A season later in an episode titled ‘The Parking Garage’  we follow the movements of all four 32
main characters (this time including Kramer) as they try to locate their car in a parking garage 
after buying an air-conditioning unit in a shopping mall. They eventually find the car, but are 
unable to get it started. A few seasons later, co-writers Larry David and Jerry Seinfeld parody 
the ‘everyday’ content of their own show within Seinfeld in a clever manoeuvre of metafiction 
by establishing a story line wherein Jerry and George become co-writers on a fictionalised 
sitcom titled Jerry on a fictionalised NBC network. In the episode ‘The Pitch’  Jerry and 33
George arrive at the idea of creating a “show about nothing” through the following exchange:  
George: Why don’t they have salsa on the table?  
Jerry: What do you need salsa for?  
George: Salsa is now the number one condiment in America.  
Jerry: You know why? Because people like to say, ‘salsa.’ “Excuse me, do you have 
salsa?” “We need more salsa.” “Where is the salsa? No salsa?”  
George: You know it must be impossible for a Spanish person to order seltzer and not 
get salsa. [Angry] “I wanted seltzer, not salsa.”  
Jerry: “Don’t you know the diﬀerence between seltzer and salsa? You have the seltzer 
after the salsa!”  
George: [Laughs] See, this should be a show. This is the show. 
Jerry: What?  
George: This. Just talking. 
Jerry: [Dismissing] Yeah, right.  
George: I’m really serious. I think that’s a good idea. 
Jerry: Just talking? Well, what’s the show about? 
George: It’s about nothing. 
Jerry: No story?  
George: No, forget the story. 
Jerry: You’ve got to have a story.  
George: Who says you gotta have a story? Remember when we were waiting for, for that 
table in that Chinese restaurant that time? That could be a TV show.  34
And a few scenes later, we see them pitch their idea to the network:  
George: I think I can sum up the show for you with one word: nothing. 
Russell: Nothing? 
George: [Smiling] Nothing.  
 This convention extends into Larry David’s later success, Curb Your Enthusiasm, and even Jerry Seinfeld’s current Internet 31
series Comedians in Cars Getting Coﬀee, in which Seinfeld picks up a comedian and they then proceed to drive together, pick up 
some coﬀee and have a chat along the way. 
 Cherones, Tom (dir.), ‘The Parking Garage’ from Seinfeld (New York City: NBC, 1991)32
 Cherones, Tom (dir.), ‘The Pitch’ from Seinfeld (New York City: NBC, 1992)33
 Ibid.34
– –27
 
Russell: [Unimpressed] What does that mean?  
George: The show is about nothing. 
Jerry: [To George] Well, it’s not about nothing.  
George: [To Jerry] No, it’s about nothing. 
Jerry: Well, maybe in philosophy. But, even nothing is something. 
[Jerry and George glare at each other. The receptionist enters.] 
Receptionist: Mr. Dalrymple, your niece is on the phone.  
Russell: I’ll call back. 
[Receptionist leaves] 
George: [Attempting to spell his last name] D-A-L-R-I-M-P-E-L?  
Russell: [Obviously dislikes George] Not even close. 
George: Is it with a “y”? 
Russell: No. 
Susan: What’s the premise?  
Jerry: ...Well, as I was saying, I would play myself, and, as a comedian, living in New 
York, I have a friend, a neighbour, and an ex-girlfriend, which is all true.  
George: [Excited] Yeah, but nothing happens on the show. You see, it’s just like life. You 
know, you eat, you go shopping, you read... You eat, you read, you go shopping.  
Russell: You read? You read on the show?  
Jerry: Well, I don’t know about the reading... We didn’t discuss the reading. 
Russell: All right, tell me, tell me about the stories. What kind of stories? 
George: Oh, no. No stories. 
Russell: No stories? So, what is it? 
George: [Showing an example] What’d you do today?  
Russell: I got up and came to work.  
George: There’s a show. That’s a show. 
Russell: [Confused] How is that a show?  
Jerry: Well, uh, maybe something happens on the way to work.  
George: No, no, no. Nothing happens.  35
In George’s view, life is ‘nothingness’ itself, as he suggests in the show, “Yeah, but nothing 
happens on the show. You see, it’s just like life.” 
Another text that explores what constitutes ‘nothing’ is illustrator Patrick McDonnell’s The 
Gift of Nothing, which was selected by Zen Buddhist teacher Susan O’Connell of San Fransisco 
Zen Centre as the subject of her talk on the Buddhist notion of emptiness.  McDonnell’s text 36
begins thus: “It was a special day and Mooch [a cat] wanted to give his best friend [a dog 
named Earl] a gift. But what to get him? He had a bowl. He had a bed. He had a chewy toy. He 
had it ALL. Mooch thought and thought. What do you get someone who has everything? 
NOTHING!”  The book continues with some clever plays on the semantics of the words 37
‘nothing’ and ‘something’ that echo Jerry’s line in Seinfeld (“even nothing is something”). For 
example: 
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  Millie [their owner] came home from the store and said, ‘There was nothing to buy!’ So 
Mooch went shopping. Mooch looked up and down every aisle. He found many, many, 
many somethings ... but as far as he could tell, nothing was not for sale.” Mooch finally 
arrives at an understanding of ‘nothing’ (“Mooch went home and sat on his pillow and just 
stayed still (as cats often do). And not looking for it, he found nothing.”) and proceeds to 
package nothing in a large gift-box and oﬀers it to his friend. Opening the box, his friend 
is surprised and confused. “There’s nothing here,” Earl says. “Yes!” Mooch responds. 
“Nothing... but me and you.  38
The book concludes with the beautiful image of Mooch and Earl sitting together on the edge 
of a sofa, arms wrapped around each other as they gaze out the window of their house, 
accompanied by the lines, “So Mooch and Earl just stayed still and enjoyed nothing and 
everything.”  39
I consider the notion of ‘nothingness’ that both Seinfeld and The Gift of Nothing explore to 
equate with ‘suchness’ in that it is what appears when we remove concepts rather than add 
concepts. Furthermore, my understanding is that nihilism as conceived in Western 
philosophy—the notion that life is meaninglessness—is ultimately a concept that we project 
onto life rather than what appears when we strip things—strip every thing—away. 
In further exploring the notion of what constitutes ‘nothing’ in each of these two texts, one 
could interchangeably use the Buddhist term ‘emptiness,’ which refers to the transience and 
interconnectedness of all phenomenal reality (see chapter fourteen). Yet the term ‘emptiness’ 
does not deny the concept of what is also known as ‘form’ (the two terms are paired together in 
Buddhism as they are viewed as two sides of the same coin). ‘Emptiness’ cannot thus be seen 
as a nihilistic belief in nothing because its existence is predicated on ‘form’ itself; to be clear 
there is no separation between the two concepts and one works to dissolve even this dualistic 
and conceptual framework. What needs to be emphasised here is the wonder of form 
materialising from emptiness in a process of continual emergence and renewal. I consider the 
beauty of The Gift of Nothing to be the miraculousness that Earl and Mooch’s friendship exists, 
and that the comedy of Seinfeld is in its ability to convey the equally miraculous and 
inexplicably odd ways in which we live our everyday lives and our interactions with others. A 
‘show about nothing’ and the ‘gift about nothing’ also demonstrate the significance of events 
in which nothing materialises (the absurdity of a long wait in a Chinese restaurant or watching 
the sunset in the presence of a close and meaningful relationship).  
The notion of ‘suchness’ that Seinfeld introduced to me—through its playful exploration of 
what constitutes ‘nothingness’—has continued to influence and inform my practice.  Its 40
influence can be traced to my earliest, particularly the ‘suchness’ that I presented through 
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performative works in a collaboration known as Pineapple Park. This work included handing 
out yellow flowers in a public space for its own sake; subsequently I became guided by— and 
compelled to express—the Frank Stella sentiment, “What you see is what you see”,  working 41
vehemently to deny my audiences access to any intellectual interpretation of my work. This 
remains true for my work today, although I am no longer so adamant about denying what 
comes up for audiences when they experience my work—and indeed, I very much allow for 
and encourage this even though I consider it as of secondary importance.  
 Rosenberg, Harold, The Re-Definition of Art (Chicago: University of Chicago Press, 1972), p. 12541
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 Figure 1. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable 
– –31
 Figure 2. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 
– –32
 Figure 3. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 
– –33
 Figure 4. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 
– –34
 Figure 5. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 
– –35
 Figure 6. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 
– –36
 Figure 7. Adrian Clement, Four Monochromes (2014), installation of found objects, dimensions variable, 
installation detail 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CHAPTER 2. GOING BEYOND THE STRUCTURES OF OUR NORMAL EXPERIENCE 
Four Monochromes was one of several projects made during a four-week residency at Kandos 
Projects in 2014. My intention with the residency was to—as far is possible—arrive with no 
preconceptions (nothing!) and to respond with presence to the materiality of its site and 
surroundings. It was through my visit to the region’s charity stores that the work was 
conceived. My work is concerned to showcase the commodity exchange inherent to art 
production as much as it is concerned to highlight exchange processes that ocur in life as 
inherently transient and impermanent. In Four Monochromes, none of the objects I collected 
were mine to begin with, nor were any objects kept beyond their exhibition presentation. 
Paramount to this work is the act of returning each object to where I found it, implying that 
one doesn’t need to own things in order to appreciate them. Thus, objects were momentarily 
taken out of their original context for the purpose of observation, and their subsequent 
redistribution concluded a process that allowed the objects to continue on their pre-existing 
path. 
To say that Four Monochromes is about nothing, or has a conceptual emptiness, is to challenge 
the words of curator and writer Ralf Rugoﬀ in INVISIBLE: Art About the Unseen (2012), who 
writes that art,“far from being unmediated” it is “shaped by various kinds of filters, including 
our presumptions and assumptions, our cultural conditioning and personal history, and the 
institutional structures, both physical and immaterial, that shape our relationship with art”.  42
Similarly, industrial designer Sam Hecht writes in Usefulness in Small Things (2011) that,“art is 
a presentation of thoughts that make you think” (whereas “design is a communication of 
thoughts that make you use.”)  This assertion, that art functions, and is most valuable, on a 43
theoretical level seems to have become a paradigm in contemporary art. This is something I 
began to question and challenge as a result of my practice of Zen Buddhism, which teaches 
students to go beyond—“all together beyond” as the pivotal Heart Sutra text reads —self-44
centred conceptual filters that inhibit us from realising our true self. In my research and as a 
Zen student, I have been enquiring into whether it is possible for art (both its creation and 
one’s experience of it) to be unmediated by these self-centred intellectual constructions. 
Indeed, social anthropologist Mary Douglas makes a claim that the value of art is that it 
enables us to “go behind the structures of our normal experience”;  I interpret this to mean 45
our habituated experiences that are often mediated by self-centred thinking.  
I practice Zen in the tradition of the Ordinary Mind Zen School founded by Charlotte Joko  46
Beck (1917–2011), a Zen teacher who was based in San Diego, California. Joko Beck studied 
with Hakuuan Yasutani (1885-1973), Sōen Nakagawa (1907–1984) and Hakuyū Taizan Maezumi 
(1931–1995), from whom she received what is known as ‘dharma transmission’ where a teacher 
authorises a student to become a teacher in the lineage of their tradition. Subsequently, Joko 
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Beck opened the San Diego Zen Centre in 1983, serving as the primary teacher until 2006. In 
1995, along with several of her dharma heirs, she founded the Ordinary Mind Zen School, “an 
evolving style of Zen that is adapted to Western temperaments and ways of life but maintains 
the rigour and discipline of its traditional roots.”  Through the publication of her books 47
Everyday Zen: Love and Work (1989) and Nothing Special: Living Zen (1993) as well as the 
release of several of her talks on a recording titled Living Everyday Zen (2008), Joko Beck made 
a significant contribution to Zen Buddhism by teaching students to address psychological 
barriers and emotions directly, rather than bypassing them, and to work with whatever comes 
up in their daily lives, “including being in a relationship, family life, the workplace as well as 
the formal and structured practice of Zen.”   48
The basis of Joko Beck’s teaching is that the delusion of self-centredness is the cause of our 
suﬀering, and that this self-centredness is none other than our mental constructions and 
judgements that we project onto life, embodied in our tendencies for grasping and aversion. 
Acknowledging and understanding that the idea of the self is simply a collection of thoughts 
and fantasies, which we hold onto and believe on a very deep level and the result of many 
years of social and psychological conditioning. A practice that Joko Beck and her dharma 
heirs oﬀer students is to label any thoughts that arise during meditation as a way to disengage 
with these thoughts and to see them for what they are, and return to the breath, bodily 
sensations and external sounds and sights. Speaking about this practice in her book, Everyday 
Zen: Love and Work, Joko Beck writes:  
When we label a thought we step back from it, we remove our identification. There’s a 
world of diﬀerence between saying, “She’s impossible” and “Having a thought that 
she’s impossible.” If we persistently label any thought the emotional overlay begins to 
drop out and we are left with an impersonal energy fragment to which we need not 
attach. But if we think our thoughts are real we act out of them. And if we act from such 
thoughts our life is muddled. Again, practice is to work with this until we know it in our 
bones. Practice is not about achieving a realization in our heads. It has to be our flesh, 
our bones, our self. Of course, we have to have life-centred thoughts; how to follow a 
recipe, how to put on a roof, how to plan our vacation. But we don’t need the 
emotionally self-centred activity that we call thinking. It really isn’t thinking, it’s an 
aberration of thinking.  49
In her collection of audio talks, Joko Beck elaborates on her notion of ‘an aberration of 
thinking’ by speaking about how a lot of Zen Buddhist teachers were themselves scholars of 
their time, and even though they might have spent large parts of their days thinking, this is in 
stark contrast to self-centred thinking. Joko Beck emphasised that in the context of scholarly 
writing, the need for thinking begins and ends mindfully with the task of scholarship. In 
addition, Joko Beck also celebrated, and contrasted, the need for creative thinking, such as 
that which takes place within an art practice, as opposed to thoughts of self. In my experience 
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and practice, I have seen where creative thinking and self-centred thinking can become 
confused if one is not cultivating awareness and mindfulness.  
At the root of our construction of self is what Joko Beck calls our ‘core beliefs,’ which are our 
most deeply held thoughts about ourselves, which are developed within the first five years of 
our lives, during which time a parent will at some stage contradict themselves through speech 
or action and potentially hurt their child. According to Joko Beck, because a child cannot 
aﬀord to blame their parents, they instead blame themselves and begin to develop core beliefs 
such as, ‘I’m unlovable,’ or ‘I’m a failure at everything I do.’ Unaware that we have these core 
beliefs, they begin to run our lives and become self-fulfilling prophecies; unconsciously, we 
seek to confirm our core beliefs to reinforce our construction of self. The exact nature of our 
core beliefs depends on the circumstances of our childhood and the attachment style we had 
with our parents, but from Joko Beck’s perspective, we all inevitably develop core beliefs as a 
result of the inevitability of suﬀering. Through our meditation practice, we become aware of 
our core beliefs and although they cannot be completely discarded because of how deeply 
conditioned they have become, the influence they have on our life can be greatly diminished.  
I asked Dawson about the term ‘core beliefs’ that Joko Beck used, and he responded that the 
term ‘core beliefs’ “actually comes from cognitive behaviour therapy ... and what Joko did, 
which was very groundbreaking, is [that] she used the language of current Western psychology 
and turned it into Zen practice.”  Dawson elaborates:  50
Because, core beliefs are concepts; they’re by definition fixed concepts that you have 
with yourself. So an example of core beliefs are, “I’m hopeless,” “I’m stupid,” “I’m 
unlovable,” “I’m worthless.” So they’re a fixed, rigid view, usually with a negative 
connotation of the way that I relate to myself and then perhaps project onto other 
people as well. And so she used that framework of psychology and turned it into Zen 
practice to get people to examine what their core beliefs are and identify them and label 
them, and then dissolve them so they’re not running your life anymore. And the 
origins, we believe, come from childhood. We develop, depending often on the quality 
of the parenting that we’ve received, you know if we’ve grown up in a family where 
there’s a lot of criticism or abuse or neglect or whatever, then children are more likely to 
develop core beliefs that they’re worthless or they’re unlovable, and they become 
rooted into their unconscious and it drives the way that they live their life. There are 
various variations on this, but there is a very popular form of therapy now called 
Schema Therapy and ‘schemas’ are another word for ‘core beliefs’ and they help—
people who do schema therapy help their clients identify what their particular schemas 
are and help them to dissolve them. Well, at least to get insight into how they’re 
running their life and not be so caught up in them.  51
  
It would be easy to misconstrue that Zen Buddhism creates a trap for itself by establishing its 
own artificial binary between bad intellectual constructions and good meditative practice. By 
adopting the concepts of ‘core beliefs’ or ‘schemas’ that Dawson has defined, Joko Beck made 
a significant contribution to the field of Zen Buddhism in her teaching through her ability to 
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articulate that the thinking which one works to dissolve through meditative practice is of a 
self-centred (and so therefore ultimately delusory) nature, additional thoughts pertaining to 
our self, such as our self-perception. This is not a rejection of all intellectual thinking 
processes, including the writing of this thesis itself. Like all good writing, I have aspired to 
write in a way that is the product of productive intellect, that is neither ego-centric nor 
habitual and which has not inhibited or obstructed the non-intellectual creative processes 
favoured by Zen-Buddhism itself. It would also be incorrect to imply or give credit to the 
possibility that any perceptual or evaluative processes can be used well or badly. This is why I 
draw on Joko Beck and her diﬀerentiation between useful thinking and self-centred thinking 
and I attempt to make this distinction clear throughout the thesis. 
In the context of art, these self-centred thoughts are exemplified in the introduction to 
E.H. Gombrich’s The Story of Art (1950) wherein he warns about superficially viewing art on 
the basis of some piece of knowledge and not looking beyond this comfort zone and thus 
experiencing what the art actually ‘is.’ Gombrich suggests that to enjoy a work “we must have 
a fresh mind, one which is ready to catch every hint and to respond to every hidden harmony: 
a mind, most of all, not cluttered up with long high-sounding words and ready-made phrases” 
for it is “infinitely better not to know anything about art than to have the kind of half-
knowledge which makes for snobbishness”  and becoming “snobs who lose their true 52
enjoyment of art and who call everything ‘very interesting’”.  He goes on to say that “people 53
who have acquired some knowledge of art history are sometimes in danger of falling into a 
similar trap” for “when they see a work of art they do not stay to look at it, but rather search 
their memory for the appropriate label.”  A great example that Gombrich gives of this is of 54
people “who may have heard that Rembrandt was famous for his chiaroscuro—which is the 
Italian technical term for light and shade—so they nod wisely when they see a Rembrandt, 
mumble ‘wonderful chiaroscuro, and wander on to the next picture.”  55
It is true to say that without the ontologically determined categorical pretensions of ‘art’ we 
are simply just looking at ‘things’ in the world. However, I see ’art’ (and its potential) as a 
useful social construction in which ‘things’ are contextually framed so as to be looked at 
consciously. This enables ‘things’ to be viewed with a heightened awareness that contrasts 
with our everyday experience of seeing. Furthermore, this can lead to the potential for ‘things’ 
to be seen outside of their normal frame of reference and thus be perceived afresh.  This is not 
dissimilar to the categorial pretension of ‘music,’ which I would also argue is simply ‘sound’ 
presented in a format and context that makes us listen to it with increased consciousness. The 
self-centred thinking that inhibits us from seeing ‘art’ or hearing ‘music’ is not absent in our 
perception of ‘things’ and ‘sound,’ yet it becomes more apparent in activities of consciousness, 
not unlike meditation practice. 
In one of my many discussions with Zen practitioner Geoﬀrey Dawson, I asked about the 
potential for self-centred thinking to become entangled in creative or scholarly thinking, and 
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how we can identify when this occurs . Dawson agreed that these things can be mixed up 
together. He elaborated by saying: 
Like all of us, we can be studying for a PhD or be learning how to be a better flute player 
and I could have ego caught up in it in the sense that I’m going to prove that I’m better 
than everyone else and I am better than everyone else or I get into comparison about how 
bad I am or I’ll never be able to do this. When you’re caught in that comparison all the 
time, it keeps you removed from the actual art itself. And when you get beyond the 
comparison of whether you’re going to be better or worse or whatever then you’re 
forgetting the self in the act of playing the flute, or you’re forgetting the self in the act of 
creating the art.  56
Like Dawson, it is my assertion that art functions best when we approach it unmediated by 
self-centred thinking, and I am also interested in the potential for art itself to be a device, like 
Zen practice, to bring awareness to—and ultimately deconstruct—our intellectual faculties, 
enabling us thus to go beyond the framework of our habituated experience. Having said this, 
art itself may not provide such an experience if one has not already developed some kind of 
meditative practice, such as the practice of zazen in the context of Zen Buddhism.  
Out of all the responses and feedback I received during my residency at Kandos Projects, my 
favourite response to Four Monochromes was something I overheard on the street whilst lying 
down on the couch inside the building behind the shopfront windows. I heard a boy approach 
with a friend, exclaiming to him as he walked past the windows: “Blue, yellow, pink, green. 
That’s it!” This is the ability to see, to use Buddhist terminology, the suchness of ‘things just as 
they are.’ Neurologist James H. Austin in his book Zen and the Brain (1988) writes, “In 
Japanese, the word ‘sono-mama’ had long implied that something could stand as it is, 
untouched, and in Chinese, the expressions ‘Chi-mo’ or ‘Shi-mo’ were used to mean ‘just so,’ or 
‘so it is.’”  Blue. Yellow. Pink. Green. 57
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CHAPTER 3. INTERSECTIONS 
In contrast to Western notions of emptiness in art,  which emphasises artwork that is 58
physically empty or barely perceptible and its philosophical implications of immateriality, 
this thesis instead focuses on the not mutually exclusive theme of ‘conceptual emptiness,’ 
which equates to the ‘suchness' of ‘things just as they are’ and the simplicity of experiencing 
life unmediated by self-centred thinking. This thesis asserts a correlation between ‘conceptual 
emptiness’ and the practice of Zen Buddhism, and focuses on the Zen Buddhist principles in 
the context of traditional Japanese culture, which enables me to make this claim. Rather than 
write a paper on Zen and art (for many great papers and books have been written already ), I 59
intend to outline a chronological series of historical events that I will claim link traditional 
Japanese culture to the field of contemporary design. For the purpose of this study, I will focus 
on designers Kenya Hara (b. 1958) and Naoto Fukasawa (b. 1959), both of whom we will look at 
in more detail in a later part of this chapter , including their work for MUJI, the Japanese retail 
company. Although Hara and Fukasawa are significant to the influence of traditional Japanese 
culture on contemporary design, it is of curious note that they omit reference to Zen 
Buddhism in their preference towards Shintoism, despite their explicit chronological link to 
Zen Buddhist practice. In the following chapter I will examine their work and theory as it is 
informed by Buddhist philosophy, and explore how it remains central to a range of 
contemporary artists and designers who they are associated with, which is also the context 
within which I situate my accompanying body of creative work. 
It is worth reiterating that I see ‘art’ and ‘design’ as distinct social constructions in which 
‘things’ are contextually framed so as to be looked at consciously in particular ways. We know 
we are looking at ‘art’ or ‘design’ because of the context that has been socially constructed for 
us. Furthermore, the cultural contexts of Western art, traditional Japanese culture and 
contemporary design further shape the lens through which ‘things’ are perceived and I take a 
leaning towards exploring the lens of contemporary design that is historically linked to 
traditional Japanese culture. 
The field of contemporary art and design that I will examine and assert is not unlike 
traditional Japanese culture, which brought together, without separation, diﬀerent cultural 
forms and mediums; in tea ceremony (chanoyu), for instance, art (evident in scrolls and flower 
arrangement), design (evident in the use of tea utensils and the textiles of the clothing worn), 
literature and philosophy (evident in the phrases of scrolls) and architecture (the building of 
the tea ceremony) were integrated as a whole, forming the equivalence of a Western classical 
education. Today, I situate myself alongside artists such as Martin Creed, who writes in a 
recent interview with industrial designer Sam Hecht:  
 Such as those exemplified by art critic Anna Dezeuze in her 2011 article for Tate Etc. titled ‘Nothing Works,’ where she cites 58
works from Marcel Duchamp’s phial of Parisian air to Yves Klein’s The Void exhibition, Martin Creed’s Work No. 227: The lights 
going on and oﬀ (Figure 8) and Gabriel Orozco’s Empty Shoe Box (Figure 9).
 Such as Helen Westgeest’s Zen in the Fifties: Interaction in Art Between East (2009) and Mary Jane Jacob & Jacquelyn Bass’ 59
Buddha Mind in Contemporary Art (2004)
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Lately, I cannot see the diﬀerence between design and fine art. I actually design my 
works, you know. I think of it like that. And I often think my work, which bears a 
resemblance to a design project, has to have a function—it has to fill a certain amount 
of space or to fill some time or to cause a diversion for a little while.  60
Although I perceive a separation in contemporary culture between art and design, there are 
historical precedents for when these disciplines were more integrated, such as in the example 
of the modernist artist Josef Albers, who was a renowned abstract painter and also a notable 
furniture designer, as well as a teacher at the Bauhaus. Within a more contemporary context, 
the artist Hiroshi Sugimoto is a photographer influenced by Marcel Duchamp (1887–1968) and 
also a recognised architectural practice, having worked with Kenya Hara on his 2013 project 
House Vision. As Sugimoto writes, designing the exhibition spaces are integral for him as an 
artist in creating the intended viewing experience for audiences:  
[For] every museum show, I try to design the space. It’s very important. It’s not just a 
photography show; it’s more like I’m designing the space. I just want to point out where 
exactly my piece has to be hanged, or against what color, what height, what kind of wall 
conditions. It’s just like a space sculpture. It costs a lot of money to do it, but I put it as a 
condition to do a show. I have to be there to fill the space. The height of the ceiling, and 
then the height of the wall—how much space is between the ceiling and the top of the 
wall —and then just wide enough for the wheelchair people to go through ... many 
factors.  61
Another artist who challenges the established artificial binary between art and design is the 
British artist Antony Gormley (b. 1950, Figure 10), who cites Fukasawa as one of his biggest 
influences in a monograph on the designers work, despite feeling like the outward form of his 
practice is the “diametrical opposite” of Fukasawa’s.  As the writer F. Scott Fitzgerald has 62
proposed, “the test of a first-rate intelligence is the ability to hold two opposed ideas in the 
mind at the same time and still retain the ability to function.”  63
 Creed, Martin & Hecht, Sam, ‘Conversation between Sam Hecht and Martin Creed,’ Icon Eye, 2 October, 2008. Last accessed 60
online on 28 September, 2013 at: http://www.iconeye.com/read-previous- issues/icon-066-%7C-december-2008/conversation-
between-sam-hecht-and-martin-creed
 ART21, ‘Hiroshi Sugimoto: Marcel Duchamp's Influence,’ ART21. Last accessed online on June 2, 2015 at: http://www.art21.org/61
texts/hiroshi-sugimoto/interview-hiroshi-sugimoto-marcel-duchamps-influence
 Fukasawa, Naoto, Naoto Fukasawa (London: Phaidon, 2007), p. 12162
 Fitzgerald, F. Scott, The Crack-Up (New York City: New Directions Publishing, 2009), p. 6963
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 Figure 8. Martin Creed, Work No. 227 The lights going on and oﬀ (2000), installation at the Museum of 
Modern Art, New York, 2007, dimensions variable 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 Figure 9. Gabriel Orozco, Empty Shoe Box (1993), shoe box, 40.6 x 50.8cm  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 Figure 10. Antony Gormley (b. 1950), BED (1980-1981), bread and paraﬃn wax on aluminium panels, 28 x 
220 x 168 cm 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CHAPTER 4. ENCOUNTER WITH THE INFINITE  
Four Monochromes was the first project I worked on and exhibited in public that broke with 
the kind of work I was doing in 2013. This period was characterised by my working exclusively 
in the colour blue across four projects that involved the collection and redistribution of found 
blue objects (although both my definitions of a ‘found object’ and the method of collection 
and redistribution were expanded to include, for example, a curatorial project involving the 
collection of pre-existing blue artworks, exhibited collectively; another project involved 
finding blue objects in the home of a friend and her daughter, documenting each object 
photographically before putting the objects back where we sourced them).  
My 2013 collection of 100 blue cars, presented as a photographic installation (Figures 11-12, 
grew into a separate project titled Ten Thousand Blue Cars (2013—present) (Figures 13-14) for 
which I decided to continue photographing blue cars until I reached ten-thousand, a number 
used in Eastern philosophy to symbolise an inconceivable figure and the totality of life. The 
project has been presented as a weblog in which each photograph has been individually 
posted with contextual information that serves to precisely evoke the moment in which the 
photograph was taken.  I began Ten Thousand Blue Cars with the acknowledgement that the 64
project would be forever incomplete, approaching the project as a task of impossibility that 
could be worked on as a personal ritual and meditative practice. Rather than seek out blue 
cars , I carry a camera with me and wait for them to present themselves to me naturally, by 
chance, in the context of my everyday life. As Dōgen Zenji writes, “That the self advances and 
confirms the ten thousand things is called delusion: / That the ten thousand things advance 
and confirm the self is called enlightenment.”  65
By extending the series out to an impossible number of photographs, inevitable changes are 
revealed, such as advances in my photographic technique and technological equipment (I 
have changed camera twice since starting this project) as well as changes in my environment 
(I have moved twice since starting this project) as well as many other unknowns to come. If I 
were to continue this project in fifty years time, will blue cars even exist? And if so, what will 
they look like?  
In conceiving the number of photographs I would take for this series, it occurred to me that if 
you pushed the number of photographs in a series to an extreme point, say ten thousand, the 
photographic series would appear to ‘malfunction,’ in the manner of a computational 
overload. This is also true from the perspective of how an audience might experience the 
work; the number of photographs in this series would require more of the audience’s time, 
establishing itself in opposition to an age where our technology encourages us to very quickly 
scan information. Secondly, the ‘suspension of disbelief’ (to borrow a term coined in 1817 by 
the poet Samuel Taylor Coleridge which refers to the way in which we are able to consciously 
ignore the reality of what we are seeing, say for instance a two-dimensional moving image on 
 The text accompanying each photograph initially included the date, time and location of each photograph, as well as a short 64
haiku-like description of the moment in which the blue car was found. From photograph two-hundred-and-twenty onwards 
(August 7, 2017), the description was dropped, and in the future I intend to tag each photograph with the model and year of the 
car.
 Pine, Red, The Clouds Should Know Me By Now: Buddhist Poet Monks of China (Somerville, Wisdom Publications, 1998), p. 965
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a screen, and for the duration of the work to accept it as a kind of temporary reality ) is 66
broken when the series is pushed to a place where the inevitable failures and inconsistencies 
in the photographic series are revealed, and the series can no longer hold or contain our 
‘disbelief’ thus providing instead an experience of liminality and unknowing.  
The title of this project therefore is somewhat misleading in that it suggests that this 
photographic series is about blue cars. However, seen in such extreme numbers, I contend 
that it actually allows people to see past the construct of a ‘blue car’ similar to the way you 
start to lose sense of the meaning of a word when we repeat it over and over until it becomes 
just sound. Thus, the project, like the majority of my works as we will come to see, is about 
taking something known and making it unknown through a repetitive process—not unlike the 
ritual of Zen Buddhist practice, or its tradition of concentrative meditation. This is perceived 
as true for both me (as the artist of the work and the process I undertake) and for the audience 
who view the project. In both cases, the intellectual construction we have of a ‘blue car’ is 
challenged and deconstructed when we begin looking for (or at) them over and over again. 
The central questions for me are: “What is a ‘car’?” “What is ‘blue’?” and even, “What am I 
doing?” When I am out in the world and I see a car that looks blue, I have begun to question 
whether the car I see is actually blue or not, or whether it is bordering on green or purple. My 
original criteria for this project was that if a car gave an immediate impression of blue, I would 
photograph it, but over time it has become far less clear to me if something is blue or not. 
What I have observed is that what we call ’blue’ is an intellectual construction, and that by 
looking into it over and over again, I come to a place where I see ‘blue’ without the intellectual 
overlay, and ‘blue’ at this point is something quite mysterious.  
Apart from the names of colours being intellectual constructions, it’s also interesting to note 
that colour in itself is a neurological construct, something that we superimpose onto things in 
order to make sense of them. It might be that we have the need to distinguish the sand from 
the water at a beach, or a bear from the forest. In this sense, colour, like all of our senses, 
comes to life through our receptive capacities, but is essentially empty in and of itself. In the 
tradition of Zen Buddhism, the study of kōans is the practice of using intellectual 
constructions to deconstruct them. In this sense, I envisioned this photographic project as 
something that began with a conceptual premise that would eventually lead to its undoing.  
There are also opposite implications for the process of selecting the ‘same’ object over and 
over again. Rather than bringing us into contact with the emptiness of intellectual 
constructions, this behaviour could be considered as a narrowing of our focus, and by doing so 
limiting our wider awareness. Sometimes concentrative meditation is criticised for this 
reason, wherein one focuses so heavily on one thing it causes us to lose greater perspective; 
nevertheless a focused practice does have its place within Buddhism, especially if it is in 
service of building our capacity for greater awareness.  
An unexpected change that has occurred since starting this project has been the degeneration 
of my health and wellbeing, which has slowed down the pace of this project considerably. In 
the first six months of my project I was quite physically active, and many of the photographs I 
took were taken while I was riding my bicycle, or simply walking. Towards the end of 2013 and 
 Ferri, Anthony J., Willing Suspension of Disbelief: Poetic Faith in Film (Maryland: Lexington Books, 2007)66
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into 2014 I became unwell and I was limited by how much I could physically exert myself. As 
Iris Apfael has said in Albert Maysles’ 2014 documentary Iris, “You can’t do everything. It’s 
impossible. Something’s got to give and sometimes it’s you.”  The impossibility of this project 67
was always designed to contain pause, like an idiomatic expression that music is about the 
spaces between the notes.  
I liken the eﬀect my illness has had on this project to what is known as ’inherent vice,’ the title 
of a 2009 Thomas Pynchon novel and a 2014 Paul Thomas Anderson filmic adaptation of the 
same name, and a term that “refers to a property of or defect in a physical object that causes it 
to deteriorate due to the fundamental instability of its components.”  All objects have some 68
kind of inherent vice as a result of impermanence: This project has made this apparent, 
especially as the process of ‘inherent vice’ applies to ourselves. That is to say that ‘inherent 
vice’ doesn’t only exist in external circumstances, but that our finite human lives are also a 
kind of ‘inherent vice.’ The photographic series becomes a living example (in art and life) of 
accepting our mortality and vulnerability. 
Some of the most recent photographs I have taken of blue cars were in Kandos and areas I 
travelled to on my residency. With pauses of months of more between each photograph, I liken 
the project to a blog  that hasn’t been updated for a length of time, or worse: abandoned. This 69
is something parodied by artist Cory Arcangel in his website “Sorry I Haven’t Posted,” a “blog 
which re-posts posts of people apologizing for not posting to the internet” also known as 
“Inspiring Apologies From Today’s World Wide Web”. It includes such gems as: “Sorry I 
haven’t posted in a while. I recently had a very, very, very, minor, very, very, very, mild heart 
attack.”  Thus, the space between posts on a blog or photographs in a website open up 70
questions about what happens in people’s lives during this absence. The infinite nature of Ten 
Thousand Blue Cars equates to the infinite nature of blogs and the expectations of their 
audiences for them to continue indefinitely.  71
A year later, a much smaller work was created: a photographic triptych titled Ouroboros (2014) 
(Figure 15) that depicts a blue car in the same location on three separate occasions, several 
months apart. In the first image, the car appears to be immaculate, as if brand new. In the 
second image, there is noticeable damage to the car as if it had been in an accident. In the 
third image, the car appears to have been repaired to its original state. The triptych speaks to 
many of the same concerns as Ten Thousand Blue Cars, particularly notions of impermanence, 
but also stands as its own work. Its title references the ancient symbol of a serpent or dragon 
eating its own tale, which symbolises cyclicality and the notion of something re-creating 
itself. Other titles I considered included Regeneration or Returnal, the latter also being the 
name of a 2010 album by Oneohtrix Point Never, a play on ‘return’ and ‘eternal,’ referencing 
the notion of the eternal return (or eternal recurrence), which is a concept that the universe is 
 Maysles, Albert, Iris (New York City: Maysles Film Inc., 2004)67
 Pearce-Moses, Richard, ‘Inherent Vice,, A Glossary of Archival and Records Terminology, Society of American Archivists. Last 68
accessed online on June 3, 2015 at: http://www2.archivists.org/glossary/terms/i/inherent-vice
 In fact, presented online the project is a blog.69
 Arcangel, Cory, ‘Sorry I Haven’t Posted.’ Last accessed online on June 3, 2015 at: http://sorry.coryarcangel.com70
 Because the technology aﬀords an expectation that a blog will go on forever, we need to be reminded that blogs are kept and 71
maintained by humans.
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recurring, and continues to recur in a kind of loop as depicted by the symbolism of the dragon 
eating its own tail. Representing this notion depicted in something ordinary and everyday like 
a blue car is a kind of humour, and also reflects a series of extremely lucky encounters—what 
some might call fate. 
The triptych is a clear illustration of what I emphasise throughout this text—in an attempt to 
diﬀuse and help clarify a rather common misconception—that equates the Buddhist notion of 
emptiness to nihilism. That is to say that when something is said to have no meaning beyond 
what it is in itself, that this can sometimes be misconstrued as a statement about its 
pointlessness or meaninglessness. I say that this is common because on the surface the 
Buddhist notion of emptiness, and the concept of nihilism appear to be similar. But as one 
considers the perspective of nihilism, and the notion that there is an implication that if things 
have no meaning beyond the ‘suchness' of things in themselves that it means there is no point 
to them, one begins to sense an attitude of cynicism. And as all attitudes are constructed 
through a system of thoughts or beliefs, when one looks closer at the notion that things are 
meaningless, as well as the idea that this is what is meant by the Buddhist concept of 
emptiness, one begins to see that this attitude of cynicism is a product of intellectual 
construction itself. In addition, the notion of meaninglessness is thus part of a framework of 
dualistic thinking that pits meaning against meaninglessness. The car depicted in the triptych 
is not caught in thinking about whether it has meaning or not. One could say that its meaning 
is itself; the ‘suchness' of its ‘being form’ and the transience of its form as it is depicted in its 
three photographic depictions. To go further, the triptych illustrates that ‘suchness'—far from 
being nihilistic—is in itself a wonder and impossibility, evidenced in the way the car is 
materialised out of emptiness and into form and the miraculousness of chance and 
randomness that is embodied in its interconnected relationship between the object, 
photographer and time. Perhaps this can be seen as a contemporary example of the Buddhist 
parable that illustrates the impossibility of individuality through the story of a blind turtle 
who is said to live on the ocean bed and surface just once every hundred years and the chance 
that it may surface at just the right time and in just the right place to be able to put its head 
through a golden yoke that floats on the ocean, blown here and there by the wind.  The 72
chances of this particular encounter is statistically and incredibly rare, and yet each moment 
that we live through is full of such impossible randomness and thus the form that is 
materialised out of emptiness is not stagnant but rich and alive. As the Tibetan Buddhist 
teacher Geshe Sonam Rinchen writes in his commentary on the Buddhist parable, “Don’t treat 
the story of the turtle merely as an amusing little fable, but allow it to act as a vivid reminder 
of how rare your present situation is.”  The same can be said about a triptych in which its 73
subject is seemingly banal. 
Furthermore, even though form is empty and dismantled through its inherent transience, this 
does not take away—and in fact, can only deepen—its preciousness. As I sit here writing these 
words, I take a moment to listen to the sounds of my environment. Today is a particularly 
windy day and I am aware that in being aware and open to the aleatoric relationship being 
played out through the interconnectedness of wind and tin roof and branches of trees 
 Rinchen, Geshe Sonam, The Three Principal Aspects of the Path (Ithaca: Snow Lion Publications, 2010), p. 6072
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amongst many other things, I am listening to sequence of sounds never to be repeated in quite 
the same way. Even though the sounds are empty they are a delight to listen to.  74
 At the time of submitting this thesis, the Ten Thousand Blue Cars project has resumed after a two-year hiatus. Two factors have 74
contributed to this: Firstly, as a range of photographic conditions, including the requirement for the car to be sitting on a 
relatively flat plane, is needed in order for the image to qualify for the photographic series to ensure its consistency, the move 
from a hilly part of the Blue Mountains in New South Wales to a flat suburban area in Melbourne has provided ample 
photographic opportunities. Secondly, the slight improvement to my health has made a regular afternoon walk possible, 
significantly increasing the probability of encountering blue cars (so have weekly medical appointments in South Melbourne). 
As a result, I photographed eighty-nine blue cars between June and October, bringing the current total to three-hundred, at 
which point I have decided to take another period of hiatus.
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 Figure 11. Adrian Clement, Collection 2 (2013), 100 C-type prints mounted on 2 mm aluminium & maple 
wood shelves, ca. 200 x 200 x 5 cm 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 Figure 12. Adrian Clement, Collection 2 (2013), 100 C-type prints mounted on 2 mm aluminium & maple 
wood shelves, ca. 200 x 200 x 5 cm, installation detail 
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 Figure 13 Adrian Clement, Ten Thousand Blue Cars, http://tenthousandbluecars.com, (2013-present), 
website (desktop view), dimensions variable (responsive design) 
– –55
 
 
Figure 14. Adrian Clement, Ten Thousand Blue Cars (97), http://tenthousandbluecars.com/97 (2013), 
individual post on website (desktop view), dimensions variable (responsive design)  
Accompanying information on the weblog post reads:  
August 16, 2013 3:30 pm. Station Street, Petersham. Friday afternoon. The boy walking his dogs smiled at me.  
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 Figure 15. Adrian Clement, Ouroboros (2014), inkjet print on archival cotton rag paper, 20 x 50 cm  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CHAPTER 5. REVERENCE  
Four Monochromes, as the title suggests, is a work in four colours. I used blue (obviously), but I 
also used yellow (the colour I worked in exclusively in a previous three-year collaboration), 
green and pink. The work is reminiscent of the aesthetics in the work of Tony Cragg but is 
related more to my experiences of childhood, and the processes of sorting, simplifying and 
arranging. The title of the work is intended to be tongue-in-cheek and draws attention to the 
humorous use of objects that would not normally be considered appropriate to the seriousness 
of non-objective art. There is a playfulness that characterises my work in finding similarities, 
or a common ground, between the everyday and non-objective art and minimalism. When I 
was a teenager, for instance, my grandmother and I would find joy in organising my wardrobe 
into colours, an experience that would inform a subsequent project, Red Monochrome (2014) 
(Figures 16-17).  75
Exhibited at the QT Hotel for the Parlour Arts competition, my winning entry Red 
Monochrome consisted of red clothing sourced from huge bins of second-hand clothing at 
Anglicare in Summer Hill where one can purchase by the kilogram. I purchased ten kilograms, 
arranging them into a neat pile according to size (the larger items at the bottom, increasingly 
smaller as the pile gets taller). Spending time at Anglicare and St Vincent De Paul were 
childhood—and later teenage—past-times. Interestingly, the Parlour Lane Roasters, where my 
work was installed, was the former building of Gowings, where my family would visit when I 
was growing up. It was my favourite department store, and I was shocked when the company 
went bankrupt a few years after I used to visit it because I couldn’t believe that something 
supposedly unchanging like Gowings could disappear. The use of clothing in the work Four 
Monochromes references the building’s former history, whilst the process of collecting and 
redistributing objects references the transience of life.  
The project is multilayered (physically and metaphorically) highlighting the parallels between 
art (monochromatic painting) and the everyday, and the parallel between art and design, 
which includes fashion and visual merchandising. The television series Queer Eye for the 
Straight Guy inspired me to become an interior designer, and so I became delighted to work in 
the space of an ex-haberdashery store at Kandos Project and to make a work that was at home 
in this context—working as both merchandiser and artist. In this sense I am also inspired by 
Tokujin Yoshioka, and artist who creates art in the context of interior design and visual 
merchandising. His work in the Camper shoe store in the Sydney QVB (see Figure 18 of a 
similar design by Yoshioka for Regent Street, London in 2009) was an early influence on Red 
Monochrome in terms of the colour I chose to work with. Prior to this point, I had never shown 
work I’d made in red to the public.  
The kind of object employed in the collections Four Monochromes (toys) and Red Monochrome 
(second-hand clothing) exemplifies a move in my practice towards the personal, as play and 
 Although it is not conventional for an academic thesis, I have made many references to popular culture, such as the television 75
sitcom Seinfeld, the Lemony Snicket series of children’s books and the comedian Sarah Silverman. In doing so, I am attempting to 
erase any distinction between both low and high-brow culture as well as my art practice and the thesis: Writing about art is no 
other than art itself. References to popular culture, which are part of my everyday experience, belong in my thesis as much as my 
work.
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childhood became explicit thematic concerns of my work. When viewing these works, one 
could think of Mike Kelly’s More Love Hours Than Can Ever Be Repaired (Figure 19)—a kind of 
patchwork tapestry consisting of plush toys stitched together—or even his colour typologies 
(Figure 20), in which objects are similarly arranged according to their colour.  
There is a reverence in how each object is treated in my work that originates from the personal 
importance of toys and clothing throughout my childhood and teenage years. I grew up 
collecting soft-toys, the largest collection of which were Garfield soft-toys, to an extent that I 
gave them birthdays (catalogued in a book I kept), and had them on rotation in my bed so that 
each had its fair turn sleeping with me. I had a queen-sized bed from a young age, and I slept 
with a large group of toys and thus would be squashed right to the edge (or thereabouts; I 
would have one or two on the edge as I was afraid to sleep right to the edge) and I would 
restrain myself from moving in the night so they would all stay in place. I experienced a lot of 
loneliness as I was growing up, for various reasons, and so in many ways my toys were my 
closest friends; imaginary or not, I perceived in my toys individual personalities and I was 
deeply connected to them.  
This reverence can be seen in the care in which the toys or clothes are arranged in each 
project. Rather than working with, or imposing onto the objects, the modernist idea of the 
‘grid,’ the installations are instead organised neatly in the way one might keep and care for the 
possessions of their home. Not intending to impose anything compositional onto the objects, 
my intention is to let the objects be as they are. The only imposition in these projects is the 
classification of colour, and yet this is approached (and contextualised) more as a childlike act, 
rather than as a non-objective concern. In addition to the experience with my grandmother of 
sorting my wardrobe into singular colours, I also grew up with things like Pokémon, where 
characters are grouped according to colour, and later with fashion and visual merchandising, 
where things have often been categorised by colour. These influences aﬀected me deeply, 
before I had even heard of Andy Warhol or Barbara Kruger—the very first influences on my 
work that made me think it was possible to be an artist, probably because of their work as 
artist-designers.  
Four Monochromes and Red Monochrome are celebrations of the materials they are comprised 
of, elevating their culturally perceived low-brow status into items of ritual, to be perceived 
with mindfulness and treated with care.  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 Figure 16. Adrian Clement, Red Monochrome (2014), installation of found objects, 30 x 80 cm 
– –60
  
Figure 17. Adrian Clement, Red Monochrome (2014), installation of found objects, 30 x 80 cm, installation detail 
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 Figure 18. Tokujin Yoshioka, Camper Retail Space Regent Street, London (2009), folded artificial red suede 
– –62
 Figure 19. Mike Kelly, More Love Hours Than Can Ever Be Repaid and the Wages of Sin (1987), stuﬀed fabric 
toys and afghans on canvas with dried corn; wax candles on wood and metal base, 306.7 x 385.4 x 80.6 cm  
– –63
 Figure 20. Mike Kelly, Deodorized [sic] Central Mass with Satellites (1991/1999), plush toys sewn over wood 
and wire frames with styrofoam packing material, nylon rope, pulleys, steel hardware and hanging plates, 
fibreglass, car paint, and disinfectant, dimensions variable 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CHAPTER 6. AS SOON AS A PRINCIPLE IS FORMALISED, DEATH APPROACHES 
No archetype can be reduced to a single formula. It is a vessel which can never empty 
and never fill. It has a potential existence only, and when it takes shape in matter it is 
no longer what it was. It persists throughout the ages and requires interpreting ever 
anew. 
–C. G. Jung, The Archetypes and the Collective Unconscious  76
Historically, Zen Buddhism is a tradition of the Mahayana school of Buddhism that traces its 
lineage back to the historical Buddha (commonly known as Gautama Buddha, c. 563–483 BCE) 
and his enquiry into the root of human suﬀering. From these Northeast Indian origins, 
Buddhism went in many diﬀerent directions. One of these, travelling first from India to China 
on account of a figure known as Bodhidharma (who reportedly lived between the 5th and 6th 
Centuries), and later from China to Japan in the 12th Century, became known as Zen 
Buddhism. Zen reached the West (particularly the United States) largely on account of a 
scholar of Zen Buddhism, Daisetsu Teitaro (D.T.) Suzuki (1870–1966), who reached and 
connected with the West through his travels, particularly to New York, and his wide range of 
publications and lectures at various Western universities. D.T. Suzuki was associated with the 
Kyoto School, a Japanese philosophical movement connected to Kyoto University which 
contributed to a cross-cultural exchange between Western and Eastern philosophy and 
religion, and included such prominent figures as Martin Heidegger (1889–1976). Zen 
Buddhism also reached the West on account of another ‘Suzuki,’ Shunryu Suzuki (1904–1971), 
who was responsible for the establishment of the San Fransisco Zen Centre and is well known 
for his popular 1970 publication Zen Mind, Beginner’s Mind based on transcripts of his public 
talks. In contrast to religions such as Christianity where the indigenous religions of the 
country it colonised were treated as pagan, Buddhism instead syncretised with the local 
indigenous streams of cultural, philosophical and religious life. This is especially true of Zen 
Buddhism, which, known in China as Chán Buddhism, first amalgamated with Taoist and 
Confucianist thought prevalent in Chinese culture, before subsequently adopting 
commonalities found in Japanese Shintoism. In its introduction to the Western world, Zen 
Buddhism has become connected with the practices of psychology and neuroscience. 
I asked Dawson about his views on—and what he sees as the contribution of—Western 
philosophy, and he mentioned that he had actually given a talk on Heidegger only a few weeks 
before our interview, and also that a colleague of his, who’s also a Buddhist psychologist, had 
recently written her doctorate on Heidegger and Buddhism. Of Zen Buddhism’s influence on 
Heidegger, Dawson said that “it’s quite well acknowledged” and that “the philosophy he 
developed—and Dasein was an essential concept, and that of ‘openness’ or ‘open mind’ was 
actually… it’s kind of synonymous with Zen.”  Dawson acknowledged that Heidegger’s 77
philosophy cut through a lot of Western philosophy at the time that he sees as being “caught 
up in preconceived ideas, assumptions and logic” and he celebrated the philosophical 
movements of existentialism, phenomenology and radical empiricism as being very 
refreshing in a world of Western philosophy that had become “top-heavy with logic and 
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reasoning … [and become] divorced form actually seeing things themselves and working with 
the phenomena as they are to begin with.  These philosophical movements instead 78
emphasised “seeing things as they are before you start to think about them”, and “to get back 
to just being with things as they are.”  I also asked Dawson if he thought Heidegger and other 79
philosophers might have had a watered-down approach to Zen Buddhism if they didn’t 
actually partake in the meditative practices. I quoted the story of the scholar who visits the 
Zen master and compares his mind to that of the tea cup that he purposely overfills, and says, 
“You are like this cup; you are full of ideas about the Buddha’s Way. You come and ask for 
teaching, but your cup is full; I can’t put anything in. Before I can teach you, you’ll have to 
empty your cup.”  Dawson responded: 80
I don’t sense that Heidegger had a watered down version—it was a Westernised version
—but I wouldn’t necessarily call it ‘watered down.’ But I think that Western intellectual 
people who are just interested in the theory of Zen and Buddhism, and they just study it 
intellectually, I don’t think they get it. They just get another bunch of ideas, which are 
Zen ideas and Buddhist ideas, but they’ve never actually practiced meditation and 
emptied the mind. They’ve never had an empty tea-cup. Their tea-cup is full of ideas 
and concepts and so on, and they don’t actually personally get it. So I think that if Zen 
is to influence Western philosophers, it really requires the meditative process, not just 
the intellectual process. And I think that’s what that Zen teacher was getting to in his 
little teaching.  81
D.T. Suzuki was one of the earliest figures to draw connections between Zen Buddhism and 
psychology, gaining attention from such western figures as the psychiatrist Carl Jung (1875–
1961) who wrote the forward to the 1948 publication of D.T. Suzuki’s Introduction to Zen 
Buddhism. In 1957, Suzuki collaborated with several psychoanalysts, including Eric Fromm 
(1900–1980) on a 1957 workshop titled ‘Zen Buddhism and Psychoanalysis.’ Years later, Joko 
Beck’s unique take on Zen Buddhist practice also resulted in attracting people working in the 
fields of psychotherapy, including many of the teachers now teaching in her lineage of the 
Ordinary Mind Zen School, such as Geoﬀrey Dawson, my personal teacher and teacher of the 
Ordinary Mind Zen School, Sydney and the Ordinary Mind Zen School, Melbourne. Dawson is 
a registered psychologist and co-founder of the Australian Association of Buddhist 
Counsellors and Psychotherapists (AABCAP). Having practiced Zen Buddhism since the 1970s, 
Dawson was one of the founders of Zen in Australia. Originally appointed as an assistant 
teacher under Robert Aitken in the Diamond Sangha lineage at the Sydney Zen Centre, he 
subsequently went independent and studied under Joko Beck, who gave him permission to 
open the Ordinary Mind Zen School, Sydney, in 1998, as well as giving him dharma 
transmission in 2003. Following in the lineage of Joko Beck, Dawson’s teachings expand upon 
hers, whilst drawing on his expertise in psychology. Dawson is highly interested in the 
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intersection between psychology, neuroscience and Buddhism, and has presented several 
papers and seminars on the common ground that these fields share.  82
I asked Dawson if he could speak about the pros and cons of bridging psychology and 
neuroscience with Buddhism, and asked him if the areas in which this is working well are 
those that bring the patient back to practice rather than reducing Buddhism to ideas. 
Speaking firstly to neuroscience, Dawson responded: 
I think there’s a real resonance happening between Buddhism and psychology and 
neuroscience. And I’ve said myself in a Buddhist psychology workshop previously, I 
think in many ways that resonance of those three together is kind of the cutting edge of 
understanding of human behaviour going into the future at the moment. But where I 
think it can go oﬀ the rails is this tendency towards reductionism in neuroscience and 
the view that everything can be reduced to synapses and chemicals in your brain and so 
on. And the neuroscientists that do that, which is the majority of them, not only do 
they not understand Buddhism, but they’re totally insensitive to their own philosophy 
and tradition, and they just run roughshod over a whole lot of philosophical issues by 
having that reductionistic approach. And there’s this tendency these days to try and 
explain consciousness away. And as one neuroscientist said, who’s work I love, who’s 
work is not reductionistic, which is Ian McGilchrist, who wrote the book The Master 
And His Emissary, is that one thing we know for a fact is that there is consciousness and 
you can’t reduce consciousness to anything else. But there is consciousness. And I 
agree with his view that one thing we can be certain of is there is consciousness, and 
that the brain and our study of the brain within our consciousness—we can’t say with 
the same certainty that consciousness is in the brain. So to me, consciousness is 
primary. And we have to start from that position. And not get into these reductionistic 
ideas, which are very dualistic, you know, just trying to reduce everything down to 
chemistry.  83
And in response to bridging Buddhism with psychology, Dawson had the following to say: 
The negatives of psychology can be reductionistic as well and just trying to reduce 
everything to evidence-based therapy, which is based on quantitative science. And I 
think that qualitative science is extremely important in that process as well. And I don’t 
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like to see Buddhism... I really have a distaste for seeing Buddhism being caught up in 
this reductionistic way of explaining it that just makes it sort of—it’s got a benefit in it 
that makes it… that’s explaining it in a way that people can understand, but there’s 
something about the richness of it that’s lost. And it’s essentially an experience, not an 
explanation. And to go back to something we said earlier … the Zen life is about living 
the mystery of life. It’s not about explaining life. The explanation is not the lived 
experience of mystery.   84
In response to Dawson’s comment on how psychologists and neuroscientists who are 
reductionistic and approach things from a quantitive perspective are insensitive to their 
Western traditions, I asked Dawson about Carl Jung and Sigmund Freud. Dawson clarified that 
historically “psychology actually emerged out of philosophy. And those earlier psychologists 
were still philosophical, like Freud and Jung.”  Over time, as an attempt to “legitimise 85
psychology as a legitimate field of science, it became quantified more and more and more.”  86
Dawson agreed when I asked if he thought that this tendency towards quantification is 
symptomatic of society in general. I noted that this seems to be something also happening 
within art, evidenced particularly in changes to how art is being taught and framed at 
universities, and the increasing need to quantify the value of art in terms of academic 
research. Dawson replied that, “I’m not as familiar with art as I am psychology, but yes I can 
see it— it’s a societal movement: ‘If you can quantify it, then it’s real.’ ‘If you can measure it, 
then it’s real.’”  87
Rather than being static or tied to a particular culture, Zen has constantly evolved over time 
by absorbing the soil and the conditions of the geographical location it finds itself in. What it 
means to be a Zen Buddhist-artist, or an artist who embodies principles of Zen Buddhism in 
their work, has similarly evolved—and will continue to change—over time. To be true to Zen 
practice, one must resist the temptation to appropriate the aesthetics of a previous culture (or 
one that is not one’s own) and instead situate oneself within their own context and within this 
context utilise the underlying Zen principles of practice in their work. As a Zen Buddhist-
artist, the use of toys or clothing may not appear to be ‘Zen,’ but as materials that have been 
derived from an engagement with the present moment and my personal experience, they 
embody and convey the essence—as opposed to the ‘idea’—of Zen Buddhism. It is possible 
that in deciding to do this, I might be inhibiting myself from being identified by the general 
public as a ‘Buddhist’ or ‘Zen’ artist because my work does not conform to the codified or 
prevailing cultural notions and assumptions of what ‘Buddhist’ or ‘Zen’ art should look like. 
Ultimately, this does not bother me, for my intention as an artist is not to be an artist who 
looks Zen but rather an artist that is Zen, even if this is not made obvious in my work or 
perceived by others, for what Zen is, essentially is the absence of all intellectual constructs 
including the construct of ‘Zen’ itself.  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In Everyday Zen, Joko Beck emphasises that work is “the best part” of Zen Buddhist practice 
and training. She writes that, “no matter what the work is, it should be done with eﬀort and 
total attention to what’s in front of our nose.”  Much like Zen Buddhist meditation, Joko Beck 88
instructs that we should be absorbed in an activity of work (such as cleaning) whilst 
simultaneously being aware of any thoughts that interrupt the activity.  These ‘extra 89
thoughts,’ as Joko Beck calls them, have nothing to do with the activity itself, and we need to 
train ourselves to return our mind to the work if it happens to drift away.  The result of a 90
practice like this is that the activity of work begins to flow and there is a simplicity of 
attending to what needs to be done.  Joko Beck encouraged her students to make their life 91
itself their practice.  92
Shunryu Suzuki emphasised a similar point about the relationship between the formal 
training of Zen Buddhist practice and one’s life. As he wrote, “For a human being, there is no 
other practice than this practice; there is no other way of life than this way of life.”  Thus, to 93
be a ‘Zen’ artist, one needs to fully embrace what they are, rather than adopting new ideas 
about themselves and become something ‘other.’ In this sense, when you make your art 
practice your Zen practice, any object, whether it be a blue teddy bear or a red t-shirt, become 
objects of Zen.  
In his observation of chanoyu, the art of Japanese tea-ceremony, the writer and philosopher 
Soetsu Yanagi (1889-1961) states that tea masters were able to encounter and demonstrate the 
beauty in the everyday wares of Korean culture because they possessed the ability to perceive 
the present moment directly, unmediated by mental constructions. Yanagi proposes that 
there is an abundance of natural beauty before us, and that it is only our ability to see it that 
either inhibits or allows us to encounter it. Yanagi addresses the problem of merely 
appropriating, or latching onto, the aesthetic that the tea masters celebrated, for “as soon as 
the principle becomes formalized, death approaches.”  Yanagi envisioned that if one were to 94
develop such an ability in themselves, they would be able to perceive the beauty in everyday 
life that would, needless to say, take on forms unimaginable by the early tea masters because 
of our vastly diﬀerent cultural context—perhaps with the right hand this could be the 
arrangement of pink plush toys. Yanagi equates newness with the principle of directly 
encountering the beauty in the conditions of the present moment. For contemporary artists 
and designers, including myself, a Buddhist practice thus leads to a discovery of the present 
moment and the beauty that can be found in the ‘suchness’ of everyday things. 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CHAPTER 7. PAST, PRESENT, FUTURE 
Soetsu Yanagi’s The Unknown Craftsman: A Japanese Insight Into Beauty is a collection of 
essays adapted by the British potter and art teacher Bernard Leach (1887–1979), who together 
with Yanagi, Shoji Hamada and Kanjirō Kawai, founded the Mingei (‘arts of the people’) 
movement in Japan. Yanagi also founded the Korean Folk Crafts Museum in 1924 and the 
Japanese Folk Crafts Museum in 1936. Writing about Yanagi in a eulogy, British designer 
Jasper Morrison (b. 1959), who is a colleague and contemporary of Fukasawa and Hara, wrote 
that Yanagi’s life work “led to a cultural awakening in pre-war Japan which had long been 
absent.”  95
The Unknown Craftsman: A Japanese Insight Into Beauty is a collection of essays accompanied 
by images of traditional Chinese, Korean and Japanese arts and crafts. Yanagi uses these as 
examples of the merits of the arts and crafts of these cultures, celebrating their ordinariness 
and pragmatism as well as their embodiment of values of care and beauty derived from the 
religious life of its people. At the advent of industrialisation, Yanagi witnessed a change in the 
way objects were being produced, from crafts that were anonymous of any single creator and 
made by hand en masse for the practical duties of everyday life, to objects being created 
cheaply and without care using industrialised processes or imbued with the self-conscious 
individualism of the creator. He further observed that this gave rise to the now well known 
elevation of designer to the status of celebrity and signifier for cultural status and taste. His 
text addresses this transformation with disappointment. Nonetheless, he acknowledges 
(rather than fights) the inevitability of the age of the machine, and so his text and museum 
collection is aimed at providing examples of how the principles and qualities found in 
traditional cultures might be brought forward in a contemporary context. In his time, Yanagi 
identified with contemporary designers who were doing this, such as Charles and Ray Eames 
(1907–1978 & 1912–1988) who were influenced by Japanese culture during their travels to 
Japan.  
Yanagi’s text is explicitly concerned with Buddhist notions of beauty (he was also a student of 
the aforementioned D.T. Suzuki) and I found it fascinating to find it in the context of Jasper 
Morrison’s website, as it featured the piecing together an unexamined lineage that explicitly 
connects Fukasawa, Hara and their contemporaries with the principles of Zen Buddhism. 
Together with Fukasawa, Hara and Morrison, the artists and designers listed include Masahiro 
Mori (1927–2005), Sam Hecht (b. 1969) and Kim Colin (b. 1969) (Industrial Facility), Martin 
Creed (b. 1968), Tokujin Yoshioka (b. 1967), Hiroshi Sugimoto (b. 1948), and Marc Newson (b. 
1963). These designers and artists, who I am identifying as have a shared influence of Zen 
Buddhism form a context, or an area of practice that I am defining, of artists and designers 
who also form the context of my own practice.  
Aside from this observation, a more explicit connection is found in Yanagi’s son Sori Yanagi 
(1915–2011), the highly influential designer who became the head of the Mingei movement 
following his father’s death and who “played a key role in the early years of the modern 
Japanese design movement.”  Sori Yanagi originally studied art and architecture at Tokyo Art 96
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School, enrolling in 1934, but subsequently became interested in the work of Le Corbusier and 
Charlotte Perriand, the latter whom he worked for in her Paris studio, “learning about 
European modernism firsthand.”  This led Sori Yanagi to enrol in studies for industrial 97
design in 1947, and in 1952 he opened his own Tokyo design studio and co-founded, along with 
Kenmochi and Riki Watanabe, the Japanese Designers Association.  He was first employed by 98
Sony to design the H-type tape record released in 1951. Sori Yanagi went on to design many 
products: ceramic and metal kitchen objects, lampshades, children’s toys, underground rail 
stations, cars and motorcycles, and including the torch for Tokyo’s Olympic Games in 1964. 
Many of these objects are still in production today, such as his stainless steel kettles designed 
for Martian (Figure 21). He is celebrated for his ‘Butterfly Stools’ of 1956 (Figure 22), originally 
presented for Tendo Co., Ltd.,and later re-released by companies such as Vitra and Herman 
Miller.  
The ‘Butterfly Stool’ combines a uniquely Japanese aesthetic with the moulded plywood 
technique innovated by Charles and Ray Eames in their furniture. The form has been likened 
to the tori gates of a Shinto shrine as well as resembling the wings of a butterfly. Sori Yanagi 
was known to make many drawings and prototypes by hand, influenced by his father. He is 
quoted as saying: “When you make an object that is to be used by hand it should be made by 
hand” and his philosophy became known as ‘think by hand.’  In an interview with The 99
Financial Times in 2013, Yanagi said, “I try to create things that we human beings feel are 
useful in our daily lives. During the process, beauty is born naturally.”  According to 100
Takamasa Kikuchi, in an essay on and interview with Shoji Hamada (a colleague of Soetsu 
Yanagi and co-founder of the Mingei movement) in Inventory Magazine, “Sori explored a new 
meaning for the Mingei movement in an era of modernised industrial production” and his 
“unsentimental attitude towards the beauty of Mingei addressed the importance of an ever-
evolving movement in parallel to the daily evolution of society.”  101
Sori Yanagi noted similarities between the Bauhaus movement (1919–1933) and the Mingei 
movement, especially in “the functionality of their products, using the quality of materials to 
dictate a natural form of beauty, and the importance of a precise production technique” and 
in his recognition that “both movements shared similar fundamental understandings in order 
to produce the best possible products.”  Whilst Soetsu’s philosophy defined the Mingei 102
movement, “Sori’s knowledge and experience as a product designer continued to strengthen 
the Mingei philosophy and push it forward to establish links between the past, present and 
future.”  In many ways, the link in the lineage between arts and craft influenced by Zen 103
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Buddhism and contemporary art and design can be found in the life and work of Soetsu 
Yanagi’s son Sori.  
Soetsu Yanagi established The Japan Folk Crafts Museum and notable international visitors 
included Walter Gropius (1883–1969) who founded the Bauhaus, Bruno Taut (1880–1938), Le 
Corbusier (1887–1965), Charlotte Perriand (1903–1999), Charles and Ray Eames, and Dieter 
Rams (b. 1932). Many of these visitors also wrote texts recounting the influence of Japanese 
culture on their work and the parallels between the simplicity of Japanese architecture and 
modernism. Notably, this includes Gropius, who co-authored Katsura: Tradition and Creation 
in Japanese Architecture for Yale University Press in 1960 with Yasuhiro Ishimoto and Kenzo 
Tange, and Bruno Taut, who wrote The Fundamentals of Japanese Architecture for Kokusai 
Bunka Shinkokai in 1936.  
Perriand travelled to Japan as an oﬃcial advisor for industrial design to the Ministry for Trade 
and Industry in 1940 and “set about advising the government on how to raise standards of 
design in Japanese industry in order to develop products for export to the West.”  When 104
Japan joined the war as a German ally, Perriand attempted to return to France, but found 
herself trapped in Vietnam exile between 1942–1946. Here, she studied local techniques of 
woodwork and weaving and became intimate with Eastern design. During this time, she read 
Okakura Kakuzō’s The Book of Tea (1906), which “profoundly influenced her” and she later 
cited it throughout the rest of her career.   105
Perriand epitomised the Bauhaus philosophy of developing well-designed, functional and 
aesthetically appealing work for the masses. Through her experiences in Japan and Vietnam, 
Perriand developed a philosophy similar to that of the Mingei movement; in her article L’Art 
de Vivre published in 1981, she wrote, “The extension of the art of dwelling is the art of living—
living in harmony with man’s deepest drives and with his adopted or fabricated 
environment.”  106
These historical anecdotes of cross-cultural exchange also reveal the influence of Zen 
Buddhist principles on early Modernism, providing further context for not only the work of 
Hara and his field of design (situated between the simplicity of Modernism as well as 
traditional Japanese culture), but also my own practice which is itself a playful dialogue 
between the language of geometric abstraction, minimalism, the everyday and Zen practice. 
Cross-cultural exchange extends to the influence of Zen Buddhism on American non-objective 
art—many of the minimalist artists were explicitly influenced by Zen Buddhism. Some of 
these artists include Carl Andre (b. 1935) and Sol Le Witt (1928–2007), who were influenced by 
the Zen Buddhist gardens they visited in their travels to Japan together.  This influence is 107
particularly evident in the work of Andre, who has said on a number of occasions that the 
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meaning of the work is its materiality; more bluntly he has said that, “My work doesn’t mean a 
damn thing. There’s nothing hiding under those plates” referring to the metal tiles that 
arranged in geometric formations often directly on the floor of a gallery space (Figure 140). I 
contend that this statement by Andre is only partially true. There is meaning to Andre’s work, 
but the meaning is the materiality of shape, form, metal and the experience of touch—Andre 
allows people to walk on his work. Thus, to paraphrase Marshall McLuhan, in Andre’s work, 
the medium is the message. What Andre is proposing, however, is that there is no intended 
conceptual meaning that overlays the materiality of his work. Minimalism is often the 
presentation of materials, forms and colours for the purpose of presenting these things alone. 
This is the presentation of the ‘suchness’ of things as they are, unmediated by intellectual 
constructions.  108
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CHAPTER 8. SPRAYING PAINT ON A GHOST 
In Orange (2014) (Figures 24-37), another work completed during my residency in Kandos in 
early 2014, the process of collecting objects of a single colour was expanded to include any 
(and every) kind of orange object I encountered in a day that I spent in Orange, a town in the 
mid-Central region of New South Wales. The double meaning of the title of the project 
operates as a kind of ‘dad joke’ or dry humour—there is an absurdity in the act or performance 
of travelling to the town with the sole purpose of photographing orange things. Orange further 
expands upon the notion of what a ‘found object’ can be, and for me this means—in all of its 
literalness—any object that can be found, in a variety of diﬀerent physical contexts and with 
diverse aesthetic criteria. In Orange, the ‘found object’ is transformed into the process of 
‘finding objects’ and in the short time I spent in Orange, I photographed 52 incidents of found 
orange things, later compiling these into a small artist book.  
In Orange, I became interested in exploring a notion of the immateriality of colour. That is to 
say, colour itself relies on materiality or phenomena to manifest itself (to exist and to be 
perceived) and is constantly in flux. Visiting the town Orange, I was curious as to where I 
would find the colour and what objects these would be, thus becoming interested in the 
materialisation of the colour orange.  
Considered together, Four Monochromes, Red Monochrome, Orange and Ten Thousand Blue 
Cars deal with the presentation (or re-presentation) of everyday, normal objects for what they 
are, in and of themselves, to be potentially perceived directly without being mediated by 
thoughts; thus bringing into our awareness the presence of ordinary things. Indeed, the 
intention to use art as a device to frame everyday cars resonates with the photographer 
Wolfgang Tillmans’ 2015 project The Cars (Figure 38), for which he wanted “to show how cars 
appear in typical street view, which is rarely the subject of photographs.”  Writing about his 109
project, Tillmans writes:  
Cars are usually avoided in photography—one waits until a car has exited a view. The 
ordinary presence of cars is rarely worthy of representation. It’s always the special car, 
or the extreme traﬃc jam or, of course, the exciting crash that is being pictured. The 
Cars pays tribute to the shapes and forms we look at every day. How much time we 
spend with them, sitting inside them, the endless hours we stare at a dashboard. Even if 
we don’t own a car ourselves, their presence is unavoidable. Cars are everywhere. Their 
sheer number is the most crazy thing about them. They appear in our lives with 
excessive omnipresence. In their volume cars intrude upon public space, and the way 
they occupy streets and open areas is rarely challenged. Virtually wherever there are 
people, there are cars and they are visually intermingling in whatever we see. We are 
looking at the world from a car and cars are in the foreground, the background or in 
between of what is in our view. Where they are, they add a tone, a note, a presence, a 
noise to the setting they’re in.  110
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 The ‘Super Normal’ is a term coined by Fukasawa and Morrison for their 2007 exhibition 
Super Normal: Sensations of the Ordinary and accompanying publication by Lars Müller 
Publishers, which aimed to convey the ‘sensations of the ordinary’ within a contemporary 
context of everyday design. Their exhibition highlights qualities of obviousness, directness, 
literalness and simplicity in design objects, which I see as relating to the projects discussed in 
this chapter. Kikuchi writes that this was successful in “exploring a concept very similar to the 
anonymous design so beloved of the Mingei movement.”  Indeed, after Sori Yanagi’s death in 111
2011, the industrial Fukasawa was appointed as the leader of the Mingei movement. Sori 
Yanagi had a role in transmitting the principles of his father’s work to contemporary artists 
and designers—not only passing his role to Fukasawa (which, more than anything, was a 
symbolic gesture), but through the merit of his work. Fukasawa was influenced and indebted 
to his work, as were many designers of his generation, and celebrated his work in Super 
Normal. Through the influence of Sori Yanagi, Fukasawa and Morrison have expanded upon 
the teachings of Soetsu Yanagi including the aesthetics and philosophy of his work, whilst 
making products that respond to our contemporary culture.  
Naoto Fukasawa (b. 1959) is an industrial designer from Tama Art University in 1980 where 
(since 2014) he teaches integrated design and became the head of the American company 
IDEO’s Tokyo oﬃce, where he collaborated with other designers such as Sam Hecht (b. 1969). 
In 2003, he founded his own company, Naoto Fukasawa Design, and his own brand, ±0 (Plus 
Minus Zero), working with many companies including Alessi, B&B Italia, Magis and MUJI. 
Since 2012, he has been the co-director of 21_21 Design Sight, Japan’s first design museum, 
based in Tokyo. Several works of his are held in the permanent collection of the Museum of 
Modern Art, New York, including the wall-mounted CD player/speaker he designed for MUJI 
in 1998 (Figure 39), and several variations of the Infobar Cellular Phone he designed for Kddi 
in 2003 (Figure 40). In 2007, Phaidon published a monograph on the designer’s work, which 
featured contributions by Antony Gormley, Jasper Morrison and Bill Moogridge. Naoto 
Fukasawa oﬀers an insight into the philosophies that guide the designer. In particular, a 
chapter titled ‘Without Thought’ details one of his primary concerns, which is the intention to 
design works that exist in a harmonious relationship with the unconscious behaviours of their 
users, and avoid the pitfalls of complexity and disruption that self-consciousness can bring 
about.  112
Fukasawa’s theory of ‘Without Thought’ is defined by the harmonious relationship between 
the unconscious behaviour of people and objects of design. The designer became conscious of 
this relationship after a notable experience in a 2005 exhibition at the Salone de Mobile in 
Milan. This exhibition, in which Fukasawa presented a new series of stools produced by Magis 
(Figure 41), was also the catalyst for Fukasawa and Morrison’s Super Normal exhibition. 
Installed in a location and in such a way that made them look like they weren’t part of the 
exhibit, but rather furniture that was part of the building itself, Fukasawa recalls being 
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annoyed and oﬀended by on first sighting, as the audience of the exhibition were not 
consciously looking at his stools as an article of the exhibition, but were using them as 
furniture to take a rest on, unaware that they were actually part of the exhibition. After some 
time, Fukasawa realised that this actually meant the work had succeeded in harmonising into 
its surroundings as opposed to standing out and being perceived as something ‘special.’ 
Fukasawa reflects that, “perhaps this stool was too ‘normal’ for a design put on a spot-lit stage; 
it didn’t stand out enough.”  Interestingly, Fukasawa called his work ‘Déjà-vu,’ the French 113
word meaning ‘already seen’ referring to the sensation of thinking that one has seen or 
experienced something before, especially when this may not be the case. This quality of 
familiarity—what chief design operator (CDO) of Apple Jonathan Ive calls ‘obviousness’ —is 114
a factor that helped Fukasawa and Morrison conceive of the ‘Super Normal.’ 
Morrison recalls that the term ‘Super Normal’ came about through a conversation with 
Takashi Okutani of MUJI. As Morrison writes in the exhibition catalogue:  
I was having a cup of tea with Takashi Okutani in Milan, during the 2005 Salone del 
Mobile, talking about projects underway with Muji and describing to him the Alessi 
cutlery project and how I was feeling this approach to design, of leaving out the design, 
seemed more and more the way to go. “I mentioned having seen Naoto Fukasawa 
aluminium stools for Magis and how they seemed to have a special kind of normality 
about them, and he added: ‘Super Normal.’ That was it, a name for what I have been 
trying to achieve all these years, a perfect summary of what design should be, now 
more than ever.  115
Fukasawa recalls speaking to Morrison about the “upsetting scene” of his exhibition at the 
Salone del Mobile, and recalls Morrison’s response:  
‘What are you talking about? That’s exactly what “Super Normal” is!’ He’d been talking 
to MUJI’s Takashi Okutani about what was ‘normal,’ using both the cutlery that he 
designed for ALESSI [Figure 55] and this Déjà-vu stool as examples; when Okutani said, 
‘They’re Super Normal,’ he’d apparently been blown away. This was because it had put a 
name to the allure hidden in the concept of ‘normal’ as he’d thought of it until that 
time. It was at that moment that ‘Super Normal’ was born. This stool was the very Super 
Normal they’d been speaking about.  116
Morrison’s conversation with Okutani eﬀectively gave a name to a quality of design that had 
always appealed to Morrison (as well as defined his own work) yet remained elusive and 
diﬃcult to describe and quantify.  In an essay in Super Normal: Sensations of the Ordinary 
Morrison lovingly celebrates the shape of heavy hand-blown wine glasses that he found in a 
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second-hand store. Through use over time the glasses became, more than just “nice shapes”, 
objects with a presence that defined or contributed to a particular atmosphere in the 
environment they were situated.  Morrison recalls, “I notice their presence in other ways” to 117
the extent that if he uses a diﬀerent type of glass, he feels “something missing in the 
atmosphere of the table” until he uses them again and the atmosphere returns: “each sip of 
wine’s a pleasure even if the wine is not.”  For Morrison, they “radiate something good” even 118
when he catches a look at them on the shelf, reflecting that, “This quota of atmospheric spirit 
is the most mysterious and elusive quality in objects”, questioning how it can be that “so many 
designs fail to have any real beneficial eﬀect on the atmosphere, and yet these glasses, made 
without much design or thought or any attempt to achieve anything other than a good 
ordinary wine glass, happen to be successful?”  This has been a central question for 119
Morrison, influencing his attitude as to what constitutes a good design. Morrison has come to 
measure his own designs against the wine glasses, and other objects that similarly embody a 
lack of noticeability. Furthermore, he states that this absence of noticeability has become a 
requirement for his work.  The wine glasses, which Morrison has owned for many years now, 120
were the first objects that came to mind when the ‘Super Normal’ was coined in his 
conversation with Okutani. Objects like these, and the design qualities they embody, as well as 
Morrison’s own practice, became defined through this new concept. In addition, the ‘Super 
Normal’ became a way of diﬀerentiating between Morrison and Fukasawa’s approach to 
design and other paradigms emerging in contemporary design. 
Morrison is often known to be quite critical of the trends that have emerged in contemporary 
design, which he sees as antithetical to the values of design defined by the theory of the ‘Super 
Normal.’ Morrison equates much of contemporary design to a kind of visual pollution 
encouraged by glossy lifestyle magazines and marketing departments and has become “a 
competition to make things as noticeable as possible by means of colour, shape and 
surprise.”  To Morrison, the historic and idealistic purpose of design, which is “to serve 121
industry and the happy consuming masses at the same time, of conceiving things easier to 
make and better to live with” has become side-tracked and the everyday environment has 
become infected with a kind of virus; businesses that attract attention thus provide “the 
perfect carrier for the disease.”  In such a world where design makes things seem special, 122
Morrison questions “who wants normal if they can have special?” and thus “[w]hat has grown 
naturally and unselfconsciously over the years cannot easily be replaced.”  According to 123
Morrison, the “normality of a street of shops which has developed over time, oﬀering various 
products and trades, is a delicate organism”, stating that whilst this doesn’t mean that old 
things shouldn’t be replaced or that new things are bad, “just that things which are designed 
to attract attention are usually unsatisfactory.”  Morrison represents his view that “There are 124
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better ways to design than putting a big eﬀort into making something look special” because 
“special is generally less useful than normal, and less rewarding in the long term” and it 
“demand[s] attention for the wrong reasons, interrupting potentially good atmosphere with 
their awkward presence.”  The ‘Super Normal’ exhibition and publication became a counter-125
cultural voice for Morrison’s criticisms of these paradigmatic trends in contemporary design. 
Speaking of how he works in an interview with Federica Zanco titled ‘Looking for Atmosphere’ 
in Éditions Dis Voir, Morrison says:  
I have a kind of on-going monologue with myself about form, visual things, objects, 
situations, atmospheres, and it becomes a dialogue through seeing. So that you 
compare what’s in your head with seeing new things and that comparison creates new 
ideas and these create diﬀerent approaches, a sort of refreshment of the visual 
encyclopaedia.  126
Morrison thus embodies a minimalist approach to making objects and is concerned with 
capturing the essence of things (whether that be a typology or an idea), which is also the 
concern of my own practice. 
The quality of the ‘Super Normal’ is something Morrison strives for in his own work, based on 
observations of the influence of objects on everyday atmosphere. He has said that he will live 
with the objects of his creation to test, throughout their longevity, their success in this regard. 
This was confirmed when I emailed the Jasper Morrison store recently to enquire whether 
they had any of the shoes he had designed for Camper (Figure 42) left in stock (my pair, over 
two years old, had finally start to wear out) and also asked what kinds of shoes are a favourite 
in the oﬃce, and the response that I received is that Morrison predominately wears his own 
shoes.  
Morrison, writing about this kind of self-conscious desire bears a remarkable similarity with 
the Mingei movement. Indeed the atmospheric quality in objects that Morrison so admires 
and attempts to bring about in his own work and which is so diﬃcult to define, can be linked 
to many of the aesthetic concepts of traditional Japanese culture. As Morrison continues, he 
states that the wine glasses are “a signpost to somewhere beyond normal, because they 
transcend normal,” not that there’s anything at issue with normal, but normal was “the 
product of an earlier, less self-conscious age,” the kind that Soetsu Yanagi writes about in his 
text The Unknown Craftsman. To Morrison, the wine glasses, as well as other objects of the 
past, “reveal the existence of Super Normal, like spraying paint on a ghost.”  In defining the 127
Super Normal object, Morrison concludes that:  
The Super Normal object is the result of a long tradition of evolutionary advancement 
in the shape of everyday things, not attempting to break with the history of form but 
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rather trying to summarise it, knowing its place in the society of things. Super Normal 
is the artificial replacement for normal, which with time and understanding may 
become grafted to everyday life.  128
Morrison attests to it being diﬃcult to see this quality, or perhaps to be able to ‘think’ it, and 
suggests that instead it is something felt and experienced, a notion reiterated and expanded 
upon by Fukasawa in his definition of Super Normal:  
“Normal” refers to things as they’ve come to be; thus “Super Normal” is the designing 
of things just as “normal” as what we’ve come to know, albeit in no way anonymous. 
There’s a creative intent at work here, even if that intent may be regarded not so much 
as designing, but simply not going against the inevitable flow of things as they come to 
be. “Super Normal” is less concerned with designing beauty than seemingly homely but 
memorable elements of everyday life. Certainly nothing “flash” or “eye-catching”; 
never contrived, but rather almost “naﬀ” yet somehow appealing. As if, when viewing 
something with expectations of a new design, our negative first impressions of 
“nothing much” or “just plain ordinary” shifted to “...but not bad at all.” Overcoming an 
initial emotional denial, our bodily sensors pick up on an appeal we seem to have 
known all along and engage us in that strangely familiar attraction. Things that possess 
a quality to shake us back to our senses are “Super Normal.”  129
Fukasawa concludes:  
  
It’s much more of a quietly seen unseen, a refreshing surprise that awakens the person 
who had thought of looking for something obviously special in design by instead 
reconfirming what we already hold important and so perhaps letting us break free of 
our current design paradigm straitjacket. When I’m true to my feelings, I really “get” 
Super Normal.  130
In conclusion, despite their best eﬀorts to define the ‘Super Normal,’ the concept remains 
vague. This is not a criticism, however, because as Fukasawa conveys in his closing remarks, 
the ‘Super Normal’ is diﬃcult to define in theoretical terms and is instead something we can 
only truly perceive through our senses, especially over time and through use as Morrison 
suggests.  The term ‘Super Normal’ gave a name to certain qualities in objects of design that 131
could be described as obviousness, directness, literalness and simplicity. Despite the many 
eﬀorts at defining the ‘Super Normal,’ by both Fukasawa and Morrison in their publication, 
and myself throughout this chapter, the ‘Super Normal’ remains elusive. This is because it is 
defined by the atmosphere created by objects in their surrounding. In the Orange project, a 
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discussion of which I opened this chapter, I similarly aspired towards capturing the 
atmosphere of objects that were the material expression of a particular colour, which 
metaphorically abided in seemingly random and ultimately normal objects.  
– –83
 Figure 24. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm 
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Figure 25. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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Figure 26. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 27. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 28. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 29. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 30. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  
– –90
 Figure 31. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 32. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  
– –92
 Figure 33. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 34. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 35. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 36. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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Figure 37. Adrian Clement, Orange (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 38. Wolfgang Tillmans, The Cars (2015), softcover artist book, 16.5 x 24 cm, detail 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 Figure 39. Naoto Fukasawa, Wall-mounted CD Player (1998-1999), ABS plastic and electronic components, 
17.1 x 17.1 x 3.8 cm 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 Figure 40. Naoto Fukasawa, Infobar Cellular Phone (2003), plastic and magnesium alloy, 13.8 x 4.2 x 1.1 cm  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 Figure 41. Naoto Fukasawa, Déjà-vu stool (2005), polished aluminium, 66 x 47 x 33 cm  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 Figure 42. Jasper Morrison, The Country Trainer (2011), canvas and suede, dimensions variable 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CHAPTER 9. OBVIOUS TO THE POINT OF STUPIDITY 
 
Fukasawa and Morrison’s perspectives speak to the notion that the ‘Super Normal’ can be 
encountered, not through our intellect, but experienced through our feelings and senses as 
diﬃcult to describe atmospheric qualities . An awareness of our feelings and senses can be 
manifested through practices such as Zen Buddhist meditation and Non-Violent 
Communication, as testified by the teachings and literature in the field. Yanagi, writing about 
the tea masters of chanoyu states that these individuals, such as Sen no Rikyú, who underwent 
Zen Buddhist training, were able to encounter the beauty of very ordinary objects, many of 
which we’ve already discussed, such as bamboo tea-scoops, as a result of manifesting such an 
awareness. Yanagi suggests that our ability to encounter the beauty of ordinariness, or what 
Fukasawa and Morrison might call the ‘Super Normal,’ in contemporary life, is dependent on 
our ability to perceive life directly, unmediated by intellectual constructions and that this 
perception and awareness is cultivated through meditation. Yanagi suggests that beauty is 
created as a response to the specificity of our cultural context and he implicitly criticises the 
strategy of appropriating the aesthetics of traditional Japanese culture. Yanagi suggests 
instead that there are new objects to be found that represent Buddhist qualities of beauty and 
mindfulness in contemporary culture, and to this I would like to suggest Fukasawa and 
Morrison’s collection of objects in the ‘Super Normal’ exhibition exemplify such qualities.  
This collection includes objects designed anonymously, such as the idiosyncratic shopping 
basket made from plastic using a plastic moulding technique, which is “just thick enough to 
withstand the weight it must bear” and has rounded holes and “no sharp burrs that may hurt 
the user’s hands.”  (Figure 43) This basket copies “baskets originally made of woven bamboo 132
or knitted string” imparting “a sense of phoniness that has surpassed the original and become 
a functionally excellent ‘normal.’”  Other anonymous objects include mass-produced 133
everyday items such as the “Scotch” transparent adhesive tape (Figure 44), a plastic sieve 
(Figure 45), ‘canary’ sandals (Figure 46), a fibre-tipped pen from Pentel (Figure 47), a Casio 
‘Databank tele memo 30’ wrist watch (Figure 48) and a plastic bucket (Figure 49). Included in 
the exhibition is even an object that hasn’t been designed, per se, which is a goose egg (Figure 
50), which demonstrates a ‘Super Normal’ device of “shifting the conventional scale or 
proportion of objects”.  There are a range of objects designed anonymously for MUJI, such as 134
their fabric bags (Figure 51), coat-hangers (Figure 52) and stationary (Figure 53), as well as 
many objects designed by Fukasawa, Morrison and their peers also world-famous designers 
including the aforementioned ‘Déjà-vu’ stool for Magis, a selection of objects Fukasawa 
designed for his own brand ±0 (Plus Minus Zero) (Figure 54), Morrison’s ‘KnifeForkSpoon’ 
cutlery set for Alessi (2004) (Figure 55), Rams’ ‘Universal Shelving System’ (1960) (Figure 56), 
Konstantin Grcic’s coat stand ‘Hut ab’ (1988) (Figure 57) and a range of stainless-steel 
kitchenware by Sori Yanagi (Figure 58). Of the latter, Fukasawa and Morrison recall being 
visited by Sori Yanagi, who “suddenly turned up out of the blue during preparations for the 
Super Normal exhibition held in June 2006 at the AXIS gallery in Tokyo.”  Fukasawa and 135
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Morrison write that “it can be said that his design, throughout a long and brilliant career, has 
always been ‘Super Normal,’ and this is reflected by the numerous designs of his in the 
exhibition.”  Apparently, upon his visit to the exhibition, Sori Yanagi commented on many 136
objects, saying “This is beautiful”, “What’s this for?” and so on, and when he came to bowls he 
designed, he asked admiringly, “Who designed these?”  For Fukasawa and Morrison, that is 137
“surely the greatest testament to his ability to design things so natural that they become one 
with the world of objects rather than remaining aloof as design masterpieces.”  138
The inclusion of mass-produced objects reminds me of Jonathan Ive, who often challenges 
the popular notion that something handmade is beautiful whilst something mass-produced is 
not. To Ive, the scale at which something is produced has very little to do with its beauty,  139
and similarly many of the objects selected here for the Super Normal exhibition have been 
mass-produced, which does not, in any way, negate their capacity to demonstrate the 
principles the Mingei movement sought in the production of goods made by hand. One of my 
favourite inclusions in the exhibition that exemplifies this for me is a pen by the French 
company Bic (Figure 59), who are celebrated for their work in plastic, creating many 
inexpensive disposable goods such as pens and lighters, and have items exhibited in the 
permanent collection of the Museum of Modern Art in New York. Speaking of the pen, 
Fukasawa writes:  
Black for maybe a third of its shaft and transparent the rest, revealing the ink cartridge 
inside. It’s a cheap ballpoint click pen, the kind with a tiny square toggle on the side 
that retracts the tip when pressed. Jasper and I are trying to get at the concept of 
“normal”: something so obviously commonplace, so inconsequentially ordinary; 
something everyone identifies as a “pen” and ultimately ends up using regularly. I 
myself hardly ever use a pen like this, yet I know its workings in consummate detail. Its 
lightweight feel, the springy push of the toggle, the plastic sound when it taps against 
something – I know it all very well. And I must admit, this is a pen if there ever was one. 
It meets all the required functions and becomes the perfect implement in the hand of 
the user.  140
The literalness and obviousness that is embodied by this Bic pen is something that I aim for in 
my own work. This is an obviousness that does not dull our senses, but rather, as Fukasawa 
and Morrison have conveyed, something more akin to the clarity and directness of Zen 
practice, which sharpens our awareness and allows us to come back into the presence of 
reality. The depth to which we are able to perceive this obviousness and have this kind of 
experience is dependent on our level of mindfulness. Clearly, Fukasawa, Morrison and many 
of their peers have this to some degree, even if they are not Buddhist practitioners. However, 
as Soestsu Yanagi claims, it is Zen Buddhist practice that really brings us in touch with the 
principles Fukasawa and Morrison are working with and writing about.  
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Another example of the kind of obviousness that my practice is directed towards is a drinking 
straw made from straw titled Straw Straw. This object was designed by Yuki Iida for the MUJI 
Award International Design Competition 2003, for which it was also the winner (Figure 60). As 
the designer writes of their work:  
The original meaning of the term “straw” was “wheat straw”. Wall art depicting people 
using straws of wheat to drink from have been discovered from ancient Mesopotamian 
ruins. Straws of wheat are forms created by nature; they are materials that return to the 
soil. There’s no waste in either the shape itself, or in its actual existence.  141
 Hara, one of the competition’s judges, wrote of Iida’s work:  
The gold award-winning straw caught me oﬀ guard. Because in times past, “straw” was 
just that—straw. But wheat straw was replaced with synthetic materials, with an 
accordion section that allowed it to be bent at will, while the tip was fashioned into a 
small spoon; and so with this excess of functions, the central meaning started to 
diverge. And so it was that we came to completely forget the “originality” inherent in 
straw. The shock of the real beginning of something having been “Found” being 
“Found” once again. That’s what our assessment focused on here.  142
And Morrison, also a judge of the competition, wrote: 
Why is a straw called a straw in English? No doubt the first straw was a straw! But 
nobody remembered that until now. I like this project a lot, it’s obvious to the point of 
stupidity like all the best ideas. I think it’s also a great MUJI product, full of spirit.  143
Lastly, the president of Ryohin Keikaku, Masaaki Kanai, recalls that his first impressions when 
he viewed this project were, “That’s it—it’s exactly what it is?!”  The short story writer, Amy 144
Hempel, who’s Collected Fiction anthology runs at just over 400 pages from a twenty year 
period of writing, often discounts the term ‘minimalism’ to describe the style and content of 
her writing. In an interview in Vice Magazine with Tim Small, Hempel recalls fellow writer 
Raymond Carver calling her and Mary Robison ‘precisionists.’ Speaking about the process of 
her work, Hempel writes that successful writing entails taking things out, “and it happens 
when you ask yourself, as you go along, ‘Is this essential?’ I mean every sentence, every word. 
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It means leaping past anything that would slow things down for the ideal reader.”  This 145
‘precisionism,’ of stripping things back to essentials, is the kind of process that one takes to 
arrive at something so obvious it is almost too obvious and simultaneously the shock of 
something having been found, yet forgotten or ignored, being found again. This is a 
sentiment, or a quality, that I aspire towards in my own projects, and I would say that many of 
my works can be defined as “obvious to the point of stupidity”. Orange is literally photographs 
of orange things in Orange; like the ‘Super Normal,’ its artistic and conceptual premise is 
simple when it is approached directly, without being mediated by intellectual constructions; 
without the confusion that comes in trying to overthink what the work means and what it is 
about.  
The quality of literalness that defines Orange is also seen in Archive Space (2014) (Figures 
61-73), a project I presented at Archive Space a few months after I returned from my residency 
in Kandos. The project was initially intended to be scheduled for the second half of 2014, but 
due to some miscommunication, I ended up having the exhibition at least three months 
earlier than I expected, and as a result I decided to come up with a diﬀerent work for the 
space. I came up with many diﬀerent ideas, but ultimately I proposed to exhibit the space 
itself through a collection of six photographs of diﬀerent features of the building (the floor, the 
walls and the ceiling) that were installed in the exact locations they were taken. Archive Space 
was an attempt to clean my palette by working in black and white, allowing the opportunity 
for a colour to emerge intuitively through the field of working. The irony of all this, of course, 
is that the photographs are technically ‘colour’ photographs, but I enjoy this imperceptible 
detail that perhaps others don’t pick up on. The seemingly simple premise and outward 
appearance of the project is misleading, because of the complexities of the technical details of 
the project, including the photography and printing processes. When I made this work with 
the photographic assistance of Lee Nutter, it became apparent to both of us that photography 
is an inexact medium that is perhaps just as representational or figurative as painting, but 
presents an illusion of reality and truth. It also became apparent that the Archive Space that 
we photographed at 12:00 PM on Sunday was not the Archive Space that people saw on 
Wednesday night at 6:00 PM. This resonated with my first insight into impermanence, many 
years ago, which was realising that the walls of my house were slowly crumbling at a pace that 
was imperceptible to me.  
The project was titled Archive Space after the name of the gallery and what I was intending to 
exhibit; each of the photographs also had as their titles the date and time the photograph was 
taken. The literalness of the project resonates with my earlier work, such as The Exchange 
(2011), my first solo exhibition at Index Space (Sydney), where I exhibited my artist fee in eight 
compositions of one hundred one-dollar coins. At the end of 2014, I was also invited to 
contribute to the 30/30 Image Archive Project as part of a group exhibition at Sydney Non-
Objective that was co-curated by my colleague Melanie E. Khava, with the premise of 
submitting a work that was sized 30 x 30 cm. Like Archive Space, my submission was untitled 
and consisted of a found object sourced from a local discount store (Figure 74). The object was 
a prefabricated 30 x 30 cm canvas. I submitted it shrink-wrapped and listed it for sale at the 
same price I purchased it myself ($3.50). I let the work be untitled to convey the notion that 
 Small, Tim, ‘Amy Hempel,’ Vice Magazine (December 1, 2010). Last accessed online on June 2, 2015 at: http://www.vice.com/gr/145
read/amy-hempel-644-v17n12/page/0
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the object is designed with an implied potentiality, and I invited the purchaser of the work to 
decide whether they wanted to keep it as an object of art, or whether they wanted to use it as a 
$3.50 canvas to make their own work. This choice is embedded in the object, and in my 
presentation of it. I almost titled the work after the Hebrew word ‘timshell,’ which according 
to John Steinbeck’s novel East of Eden apparently means ‘thou mayest’ or simply ‘maybe.’ The 
irony of the whole project, and my secret joke, is that whilst the packaging of the canvas states 
that it is 30 x 30 cm, it also says that it is 12 x 12 inches, which is slightly larger. I didn’t 
measure it, but instead presented it with this ambiguity. No one commented on this.  
In an essay written about Archive Space by the co-director of Archive Space, David 
Greenhalgh, an idea was proposed that the photographs I presented were ‘information-less.’  146
In response, I wrote to David that I do not consider my project to be an information-less 
documentation. Rather, I see the project as being full of information, but of the kind that is 
subtle and almost imperceptible and on a level that we are not usually accustomed to. The 
point of the project was not so much to document the space, but to provide reference points 
back into the space to allow people to see it in ways that they may have missed or glossed over 
previously. If you look at the prints closely, you observe the space with a level of detail that is 
certainly unusual.  
Through the creation and presentation of Archive Space, themes of impermanence and 
interconnectedness also became apparent. Impermanence became evident to me, for 
instance, in the fact that, after marking out each space and photographing them, and printing 
and mounting the photographs a day later, I returned to the gallery to find one of the walls I 
had photographed slightly marked. A day after the exhibition opened, due to some unforeseen 
humidity, all of the prints had fallen from the walls and became damaged. With no longer any 
markings as to where they had been, the prints could not have been replaced in the exact 
locations they were photographed and I made a diﬃcult decision to close the exhibition early. 
I remember thinking that for a show that was about impermanence, this show was a bit too 
impermanent for my liking! Interconnectedness became evident in the synthesis of the 
texture of the paper and the texture of the wall that I photographed, when I had these images 
printed on cotton rag paper. My biggest realisation occurred when I was photographing the 
space on a Sunday morning and, as mentioned earlier, I realised that the Archive Space I saw 
on Sunday morning would not be the same Archive Space I would see on the opening on 
Wednesday night. There are a variety of reasons for this being so, the most obvious being the 
diﬀerence in the way we see the space as a result of available light. Upon realising this, which 
only occurred as I worked through the idea in the photographic and printing processes, I saw 
the benefit to my project and what it pointed towards. I often work with very simple ideas that 
turn out to be far more complicated and I see my role as a problem solver or a designer, 
resolving the complexity I encounter in a form and expression of simplicity.  
Seeing a commonality between Fukasawa and Morrison’s conception of the ‘Super Normal,’ 
my own work and the Zen Buddhist notion of ‘suchness,’ I asked Dawson in my conversation 
with him if he could elaborate on the term ‘suchness.’ He responded: 
 Greenhalgh, David, ‘Archive Space,’ Archive Space (2014). Last accessed online on February 15, 2016 at: http://146
www.archivespace.net/2108713-024-archive-space
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 ‘Suchness’ is just the way things are. Not the way we would like them to be or should be, 
but just the way things are, which is ultimate simplicity itself. Like in this very moment, 
the chairs are red, the walls are… yellow? And you’re just sitting there and I’m just 
sitting here and the microphone is there. And it’s kind of warm. All of those things are 
the suchness of life. So, in Zen literature, over and over again you hear [phrases like] 
‘just the sound of a bell,’ ‘just that laughing,’ ‘just that crying,’ ‘just that standing,’ ‘just 
that walking.’ That’s what we come back to.  147
The phrase I used to title this chapter, ‘obvious to the point of stupidity’ most accurately 
describes the Zen Buddhist notion of ‘ultimate simplicity’ (known as ‘suchness’) that Dawson 
defines. This ‘suchness’ of things just the way they are has come to define my artistic work. 
This is evident in the literalness of the photographic series Orange, and the collection of 
photographs of the walls, floor and ceiling of the Archive Space gallery installed in the exact 
location they were taken, titled after the gallery space itself (Archive Space). As Orange and 
Archive Space convey, there is both a simplicity and a stupidity to the obvious, direct and 
literal conceptual premises of my projects and a rigour and integrity with which these 
premises are seen through. 
 Dawson, Geoﬀrey, 22 October, 2015, op. cit.147
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CHAPTER 10. THE LIGHT OF OUR AWARENESS 
The last project I made during my Kandos residency was a series of digital media prints titled
—with characteristic obviousness—Apple Color Emoji (2014) (Figures 75-82), referring directly 
to the materiality I employed. The series came about as a result of becoming aware of my use 
of emojis in my contact with a friend via iMessage during my residency. This awareness can be 
attributed to music that I was listening to at the time, including James Ferraro’s Far Side 
Virtual (2011), which has been described by The Wire as the composer’s “soundtrack to a life of 
online entertainment, consumerism, iPads and instant communication”  as well as 148
Oneohtrix Point Never’s Replica (2011), including a music video for the track ‘Boring Angel,’ 
which is made using emoticons.  This became the impetus to thinking about incorporating 149
this technology into a series of digital prints.  
Emoji, or emoticons, are pictorial characters used in communication that have been very 
popular in contemporary Asian culture and in recent times have entered Western popular 
culture to the extent that engineers from Instagram, the social networking and photo-sharing 
service, announced in 2015 that emoji is exponentially becoming the most frequent way of 
commenting on new pictures. As the use of emojis have become commonplace, I have 
approached using them as a material of the everyday; much like the second-hand teddy bears, 
clothing and objects in the earlier work in Orange, these works take something ordinary and 
unseen, and hold them up in the light of our awareness.  
The first four prints that I made in the initial series employed the pattern of concentric 
rectangles in various colour combinations. The prints were created digitally in a photoshop-
like application called Acorn, and the characters were typed, albeit with a bit of copy and 
paste, as text in a single text field into these patterns. Because they are essentially text pieces, 
the need to understand and design a way of typing geometrical patterns took the most eﬀort 
in creating these prints; I like that they can be interpreted in the context of typography and 
writing, and they are a kind of modern concrete poem.  
Although I made many designs during my residency, initially I only selected four to print. In 
Apple Color Emoji No. 1 and Apple Colour Emoji No. 2, the actual characters I employed were 
love-heart symbols, and in Apple Color Emoji No. 3 and Apple Color Emoji No. 4, I used animal 
symbols—a combination of ‘frog-faces’ and ‘pig-faces’ in the former, and whales and ‘chicks’ 
in the latter. In No. 3 and No. 4, as well as using animals, which are similar to the objects of toy 
animals, I employed the same four colours as Four Monochromes. Of all the emoji I could have 
picked, such as triangles and arrows, these were certainly the more ‘cute’ looking of all the 
options. 
The original titles I planned for these prints were more descriptive of the figurative content. 
The works with love heart symbols was originally titled ‘I Really Love You’ after a song by the 
 Herrington, Tony (ed.), The Wire (London: The Wire Magazine Ltd.), January 2012, Issue 335, p. 30148
 Boling, John Michael (dir.), music video for ‘Boring Angel’ by Oneohtrix Point Never (Warp Records, 2013). Last accessed 149
online on June 3, 2015 at: https://www.youtube.com/watch?v=qmlJveN9IkI
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late DJ Rashad, and the works with animal characters were going to be titled after the 
characters themselves, such as ‘Pig Face/Frog Face’ for the print with pigs and frogs. However, 
I settled on the title of the work Apple Color Emoji, as a quick decision in response to being 
invited to present work with the Sydney Non-Objective group for a group exhibition at 
Abbotsleigh at Grace Cossington Smith, and I decided, after much encouragement, that I 
wanted to show these new works and that I would have them printed as inkjet prints on 
archival paper and have them framed, further transforming the context for how the emoji are 
perceived. 
Like Four Monochromes, Red Monochrome and Orange, this project is also indicative of my 
shift towards making more personal work, in addition to the qualities of the contemporary 
Japanese aesthetic of ‘kawaii’ meaning cute, loveable and adorable. Whilst it might appear 
that the aesthetic of ‘kawaii’ is incompatible with the aesthetics of traditional Japanese 
culture,  the principles of traditional Japanese aesthetics are not just about what a thing 150
looks like but also (and perhaps more importantly) what values a thing embodies. Thus, I 
envision—perhaps not Hello Kitty itself, but something like it—being employed in a way that 
is in keeping with these values. From a Zen Buddhist perspective, the aesthetics that 
characterise traditional Japanese culture emerged from an engagement with things that were 
alive, present and—in a literal sense—contemporary (‘belonging to or occurring in the 
present’). It would be untrue for me to make work in the style of a form of traditional Japanese 
culture (although I wouldn’t deny that this might be true for some people). Rather, I hope to 
employ the materiality of what’s alive for me in ways that embody certain values, such as 
harmony, honesty and simplicity.  
A work like Apple Colour Emoji blends these forms, ideas and values together, and is 
representative of contemporary culture in a globalised economy which draws from so many 
diﬀerent traditions, to generate something unique. Japanese culture and Zen Buddhism are 
material cultural practices that are the result of an ongoing evolution and progress into 
specific areas of contemporary art and design. It is inaccurate to say that this is the exclusive 
result of traditional Japanese culture and Zen Buddhism; rather it is the eﬀect of a multiplicity 
of influences beyond the individual instance, whilst still retaining elements and traces of the 
original qualities and values of the form. This is why, when I looked at Kenya Hara’s work 
years after I first read it I was shocked to discover no explicit references to Zen Buddhism in 
his writing, even though I was convinced that it was upon reading Designing Design that I 
became interested in beginning practice of Zen Buddhism. Now, I understand that Zen 
Buddhism has had such a deep influence on Japanese culture that it almost does not need to 
be acknowledged. It is there, but it is not necessarily explicit in the way it might have once 
been, especially when the artists and craftsmen of the time were practicing Zen Buddhism 
themselves. It goes without saying that someone like Hara—whose practice can be considered 
to have emerged out of a lineage of Zen Buddhist history and aesthetics—is surely aware of his 
cultural debt to Zen Buddhism. He embodies what I have observed in contemporary culture as 
a disjunction between the employment of aesthetic principles that derive from traditional 
 For example a popular-culture artefact like a Hello Kitty doll, which is an object (most likely mass-produced of synthetic 150
materials) of merchandising belonging to our modern consumeristic and capitalist society, is a rather diﬀerent thing to a 
bamboo tea scoop, made from natural materials by an anonymous maker, used in the ritualistic context of tea ceremony 
originating in traditional Japanese culture.
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Japanese culture and only a partial understanding of the Zen Buddhist philosophies that 
underline the aesthetic principles that are employed. 
I have re-contextualised other technologies in my work before, including a 2011 project called 
Purple and Green Drawings, Vol. 1 (Figures 83-90), which I presented at Factory 49. These 
works were a series of digital media prints made initially using an emulated version of the 
Commodore 64 Paint application on my iPad, and then Acorn on my Mac to turn them into 
high-resolution images suitable for printing. When the iPad was released, I was looking for an 
application that I could draw with, but in very strict, geometric formations and in a non-
objective or minimalist style. The program I found presented a number of interesting 
restrictions, including a reduced colour palette and rectangular—as opposed to square—
pixels, giving the works a vintage video-game quality. I created approximately ninety 
drawings on the device in my spare time over the course of a year and selected eight for my 
exhibition at Factory 49. From the originals, I translated any additional colours into purple 
and green (as well as grey, black and white) to create a consistency within the collection. 
Purple and green were chosen as they were my favourite colours at the time, especially in 
combination. In a sense, I was using a ‘found technology’ to create these prints, and with a 
similar intention I employed the characters of the Apple Color Emoji keyboard to create a 
series of non-objective patterns, which I later printed using archival-quality photographic 
printing processes. This contrasts with the digital technologies I employed previously, and 
functions to highlight its aesthetic value.  
 
After my exhibition of Apple Color Emoji at Abbotsleigh, I created a new print in a series of its 
own called With Love (2014) (Figures 91-92), using love heart characters from the Apple Color 
Emoji keyboard and embedding the letters ‘xx’ within the image. In this work I changed my 
mind about how I wanted to title the work as I wanted to convey something more emotional, 
leaning towards the figurative over the literal (for there is a diﬀerence between being literal 
and being direct). The print series, and its title, was titled after electronic musician Zomby’s 
2013 album With Love, which I was listening to at the time and marked the beginning of a two 
or three week period of synaesthesia that led me to make work in the colour pink. I also made 
two more A4-sized prints using love-heart emoticons, including a multicoloured work of 
diagonal stripes titled Put A Little Love in Your Heart (2015) (Figures 93-94) (titled after the 
song of the same name performed by Jackie DeShannon in 1969) and a multicoloured work of 
zig-zags titled Love After Love (2015) (Figures 95-96) (titled after Jefre Cantu-Ledesma’s 
composition of the same name from his 2015 album A Year With 13 Moons). 
Whilst the sequentially numbered titles of the original series of four digital prints (Apple Color 
Emoji) are decidedly literal, referring to the digital material from which they are made 
(characters of the Apple Color Emoji keyboard), the titles of the later works are—by contrast—
more poetic and metaphoric, and perhaps as a result of this their titles direct the attention of 
the audience to the figurative content of the work. Or better yet, the juxtaposition between the 
non-objective (abstract or formalist) qualities of the work and their figurative titles take 
audiences to a liminal place that exists between the non-objective and the figurative. Owing to 
the fact that this body of work on a whole has been exhibited within non-objective art 
contexts, the poetic and metaphoric titles have been used to challenge or rebel against the 
ways in which contemporary art culture approaches non-objective and figurative art as 
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exclusive genres or modes of art-making. One of the aims of my body of work in this study is to 
deconstruct the dualistic notion that a work of art can only either be non-objective or 
figurative, when in actuality this is more often than not an arbitrary distinction that is naive to 
the fact that they can never be separated. For instance, the non-objective (colour, form, shape 
and so on) is reliant on the reality of the objective world in order to exist (on a very primary 
level this includes paint, canvas, brushes, the hand and the eye), whilst the figurative is 
equally derived from—and consists of—non-objective elements (such as the aforementioned 
examples of colour, form, shape and so on). In the case of my photographic series of blue cars, 
the aesthetic intention of the work—to capture the colour blue—is essentially non-objective, 
but this is seemingly contradicted by the perception that the colour blue abides in the object 
of cars. And it is further contradicted by the ritualistic process—as well as the personal and 
spiritual signification and content—of the work. 
What I propose through my body of work at large is that it is possible to incorporate and use 
objects within the field of non-objective art, despite their figurative and symbolic value. As 
aforementioned in my introduction, this of course has historical precedence, such as in the 
work of British sculptor Tony Cragg (b. 1949), who is known for his installations of coloured 
objects in non-objective configurations. Although I share a similarity with artists like Cragg in 
their use of materials, the aim of this kind of work appears to be to about using materials to 
create an artistic composition. This is the practice of expanding drawing or painting into the 
three-dimensional field of installation art, through the careful arrangement of objects into a 
composition that has been designed by the artist. By contrast, I attempt to show the objects as 
they are and not to use them for any particular purpose. Whilst acknowledging that all 
arrangements are inevitably compositional, the intention of my work is not compositional, 
and I aspire to the simplest and most basic form in which the objects can be presented in a 
specific context. 
Furthermore, whilst my original—and overriding—intention with this body of work is to 
employ the characters of emojis on the basis of the colours that ‘abide’ in them, irrespective of 
their figurative content, the works nonetheless retain the figurative content of the emojis. 
Thus, it would be incorrect to say that the symbolic or figurative content of emoji does not 
exist or has no meaning anymore because of how the characters have been arranged. Rather, 
because they are operating in a new context, and because the project has been approached 
primarily with a non-objective aesthetic intention, audiences are able to perceive these 
characters free of the constructs we usually project onto them (such as the perception of 
colour concepts). The perception this aﬀords audiences is neither non-objective or figurative, 
ultimately transcending this dualism. For whilst the preconceived meaning of an emoji is 
removed through their unconventional application, we are not left with meaningless or non-
associative characters, but rather with an opportunity to encounter the reality of the 
characters afresh as if experiencing them for the first time.  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CHAPTER 11. A PROBLEM OF PRIMARY IMPORTANCE AS WELL AS OF 
GREATEST URGENCY 
Out beyond ideas of wrongdoing and rightdoing, there is a field. I will meet you there.  
—Rumi, translated by Coleman Barks  151
The Great Way is not diﬃcult; 
just avoid picking and choosing! 
—Seng-Ts’an, the third founding teacher  152
The notion of beauty that Yanagi’s text, The Unknown Craftsman, is concerned with is 
captured most prominently in its primary essay ‘The Buddhist Idea of Beauty.’ This essay 
explores the notion that one is only able to make products that are beneficial to all when one is 
making things from a life-centred—as opposed to self-centred—perspective. Yanagi writes 
that as long as a notion of individuality exists, one cannot embody in their work the beauty 
and usefulness of ‘unconscious beauty.’ This is to say that this ‘unconscious beauty’ is devoid 
of the notion of self and the thoughts that constitute this. Thus, a creative, whether an artist or 
musician, will be at their best when they are fully present in what they are doing without 
thinking of themselves. Comedian Sarah Silverman, in her memoir The Bedwetter: Stories of 
Courage, Redemption, and Pee (2010), talks about this issue in the context of her work when 
she is asked to deconstruct her act. She writes about the notion in physics known as the 
‘observer eﬀect,’ “which basically says that you can never purely observe anything because the 
presence of the observer changes the thing.” So, when “someone says to you, ‘I love you when 
you smile you do that thing with your lip.’ And you think, ‘What thing with my lip??’ [sic] And 
for the rest of your fucking life you are too self-conscious to really truly organically smile. It’s 
been tainted. Becoming too self-aware, too cognizant of your own process.”  153
In his text, Yanagi explores the construct of self as thoughts that are primarily dualistic. In 
Buddhism, dualistic thinking is a kind of cognitive distortion, perceiving the world in black 
and white terms, where in reality these are intellectual constructions that we ourselves are 
perpetuating. A common example of dualistic thinking in a Buddhist context that Yanagi 
writes about is the notion of ‘self’ and ‘other’; whilst these constructs are necessary for us to 
function in society, it is when we confuse them for ‘reality’ that we lose perspective on our 
interconnectedness. The quotations that I used as epigraphs to preface this chapter, by Sufi 
mystic Rumi and Seng-Ts’an, the third-founding teacher of Zen Buddhism, are meditations on 
the pitfalls of dualistic thinking and express the possibilities of spaciousness and liberation 
that exist when we are able to transcend such a mindset. 
These views are corroborated by D.T. Suzuki in his 1959 publication Zen and Japanese Culture, 
which explores how the aesthetics of simplicity in Japanese culture, observable in the art of 
calligraphy, painting, swordsmanship, haiku and tea, are actually a continuum of Zen 
 Barks, Coleman (translator with John Moyne, A.J. Arberry and Reynold Nicholson), ‘The Great Wagon,’ The Essential Rumi 151
(San Fransisco: HarperCollins, 2004), p. 36
 Austin, James H., op. cit., p. 700152
 Silverman, Sarah, The Bedwetter: Stories of Courage, Redemption, and Pee (New York City: Harper Collins, 2010), p. 154153
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Buddhist practice. This can be evidenced in his ‘General Remarks on Japanese Art Culture,’ 
where D.T. Suzuki states that, as opposed to other practices of Buddhism that limit themselves 
solely to spirituality, Zen “entered internally into every phase of the cultural life of the 
people.”  D.T. Suzuki asserts that the aesthetics of traditional Japanese culture are the result 154
of the Zen Buddhist practice of cultivating an awareness of the present moment resulting in 
the ability to see through the complexities that we create for ourselves (and others) as a result 
of our self-centred constructions, judgements and dualistic thinking. D.T. Suzuki asserts that 
the clarity and simplicity embodied in a haiku or a successful performance of chanoyu is a 
“diﬃcult task achieved only after long spiritual training” involving extinguishing our 
construction of self and all of the other mental constructions that are associated with this.  155
D.T. Suzuki writes that as opposed to conceiving of God as separate from man (sic), which is 
what we find in religions such as Christianity, Buddhism conceives that God is manifested 
amongst man himself (sic). D.T. Suzuki makes the point of saying that Buddhism is “not 
theism, but neither would it be proper to describe it as atheism, for it perceives Law in the 
world where there is no opposition between existence and non-existence.”  Furthermore, 156
“Buddhism is neither monotheism nor polytheism, since it does not allow the entertainment 
of such dualistic concepts as ‘one’ and ‘many.’”  This conception is at the heart of what D.T. 157
Suzuki calls “the central problem” and a “problem of primary importance as well as of greatest 
urgency”, which is the question of “how to eradicate man’s (sic) two most representative forms 
of dualism—the opposition between life and death and the opposition between one’s self and 
others.”  158
I found D.T. Suzuki’s language in describing dualistic thinking hyperbolic, especially the 
aforementioned phrase “a problem of primary importance as well as of greatest urgency”. I 
expected Dawson to share my view, but instead, Dawson emphatically agreed with Suzuki, 
after having mentioned that his book was very influential for him: 
But, speaking about that quote, of duality; yes, I totally agree with it. Duality is the 
central problem in human suﬀering and in art because it gets you caught up in, “I am 
the subject and there is an object out here called art, or my goal or whatever I’m going 
to achieve.” And so you’re separated from it. And as you become separated from it and 
caught up in your own ambition and so on, you get caught up in those same dynamics I 
was talking about before of gain, loss, pleasure, pain, fame, ignominy, praise, blame. So 
you’re not actually present with your art in a 100% way. It’s something you’re acting or 
you’re trying to achieve, whereas I think the greatest art comes from what D.T. Suzuki is 
referring to as a Zen influence on Japanese culture, which is that you lose yourself in 
the art. You’re just painting. You’re just playing on the shakuhachi. Just immersed in 
the flow of the art—and that’s another very significant word that’s used in current 
psychological language, the importance of flow. So, if you’re in a dualistic framework, 
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you’re not in flow. If you get out of dualistic thinking into non-dualistic thinking, you’re 
in the flow of present momentary experience. And my hunch is that that’s where the 
greatest art is formed.  159
In The Unknown Craftsman, Yanagi credits the beauty of ware from the Yi Dynasty of 16th 
Century Korea with the fact that its craftspeople “were not self-conscious artists”, but “mere 
craftsmen making articles for daily use.”  Although the potters in Korea and China that 160
Yanagi admired “were probably extremely poor and had to work hard from morning till night” 
and were also “probably badly educated and informed”, they “were able to produce objects of 
consummate beauty” and “works of art that have endured through the ages.”  Whilst 161
‘simplicity’ or ‘freedom’ is merely our natural way of being when we see through our 
intellectual constructions, there is also an aesthetic quality of simplicity that accompanies the 
work of these craftspeople and Yanagi asserts that this emerges when we live our lives 
connected to others and free of self-centred thinking. Of course, this was perhaps easier for 
craftspeople living within a Buddhist culture and Yanagi states that an artist today will need to 
learn for themselves “that a tremendous amount of eﬀort and practise, of meditation and 
ingenuity is essential in order to create a work of real value.”  162
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CHAPTER 12. WHAT PRACTICE IS 
Throughout this thesis, much reference is made to Zen Buddhist practice as it relates to my 
creative output. I dedicate this chapter explicitly to exploring what Zen Buddhist practice 
actually consists of, for me as an artist, by contextualising myself specifically within the 
Ordinary Mind Zen School tradition of Zen Buddhism, founded by Charlotte Joko Beck. 
Furthermore, this chapter continues to explore what constitutes dualistic thinking, 
addressing the concern that Zen Buddhism creates a trap for itself by establishing its own 
artificial binary between ‘bad’ intellectual constructions and ‘good’ meditative practice. By 
contrast, I analyse Joko Beck’s teachings for the purpose of delineating between productive 
use of the intellect and the erroneous habit of self-centred thinking that one seeks to 
transcend through Zen Buddhist practice. 
Zen Buddhist practitioners make a sustained eﬀort during a practice called zazen to observe 
and examine the thoughts that run through their heads, and to make a choice to come in 
contact with life directly—unmediated by such thoughts—through the faculties of their 
senses. This could be the practice of observing one’s breath, either through breath counting or 
similar techniques, the practice of being aware of the physical sensations of one’s body or the 
practice of listening to external sounds or seeing external sights (which is often a blank white 
wall), continually coming back to these things as a point of anchor when the mind inevitably 
drifts back into thought, narrative and fantasy. As practitioners build up an awareness of their 
breath, their body or their environment, they begin to build up the multiple awareness of 
more than one of these things, holding both in their consciousness. Over time, or for longer-
term practitioners within the course of a meditation period, practitioners may develop the 
deeper practice of what is known as shikintaza or ‘just sitting.’ In this practice, a practitioner 
no longer has a single point of focus and instead allows whatever arises in the moment of their 
meditation to become the focus of their meditation, whether that is their body, their breath, 
their emotions or their environment. Known as a ‘bottom-up’ practice, shikintaza is 
characteristic of the Sōtō Zen school where the premise is that “zazen is already the perfect 
manifestation of the awakened way.”  That is to say, “We don’t sit in order to become 163
Buddhas; we sit because we already are Buddhas.” In the context of my practice, the 164
cultivation of what is referred to in Buddhism as ‘mindfulness’ through the practice of zazen 
can be evidenced in projects that involve the sustained eﬀort of repetitive processes (such as 
the collection and redistribution of objects) and the qualities of precision and silence in the 
work. 
The cultivation of mindfulness leads to an awareness of one’s patterns of reactivity and, 
through this awareness, one can choose not to react in a habitual way, instead making choices 
that are life-serving as opposed to self-serving. In my conversations with Dawson, I asked if he 
could elaborate on the notion of reactivity and he responded by delineating a distinction 
between ‘reactivity’ and ‘responsiveness.’  Firstly, ‘reactivity’ is better defined as ‘ego-165
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reactivity,’ and is a knee-jerk habitual reaction to verbal or physical threats to one’s sense of 
self.  The reaction may be to get angry, run away or become shameful.  However, this does 166 167
not discount the need in life to be responsive. Challenging popularised views about Zen 
Buddhism, Dawson asserted that Zen Buddhist practice is not about withdrawing from the 
world and becoming contemplative but unresponsive to the events of life.  Instead, Zen 168
Buddhism emphasises responding appropriately to each moment as it comes and goes.  169
From Dawson’s point of view, a ‘response’ is required, but it diﬀers from ‘ego-reactivity’ 
because it comes out of the clear, calm, wise, compassionate and ultimately empty mind (also 
known in Zen Buddhism as ‘no-mind’) that is the result of Zen Buddhist practice.  170
Two ‘knee-jerk’ reactions that Dawson mentioned, running away or being angry, can be seen 
in the Zen Buddhism conception of grasping and aversion.  This dynamic, which is the 171
second noble truth in Buddhism, underpins dualistic thinking and is viewed as the primary 
cause of our suﬀering.  Grasping and aversion are evidenced in our response to our 172
experiences of life, which in broad terms can be pleasant, neutral or unpleasant. As human 
beings, we have a natural tendency to crave and grasp onto that which is pleasant, have an 
aversion to what is unpleasant and express boredom with the neutral.  Zen Buddhist practice 173
aims to break down this dynamic so that instead of being driven by ‘knee-jerk’ reactivity one is 
able to cultivate a deep appreciation and intimacy with the momentariness of life.  174
To provide a framework for what practice is in the context of the Ordinary Mind Zen School, I 
asked Dawson if he could explain what the mechanism of meditation is and how this could be 
understood by someone who hadn’t yet experienced meditation for themselves. Dawson 
immediately recognised that “There’s two parts to that question, ‘What is meditation?’ And 
secondly, within a Zen context, ‘What is meditation being used for, for what purpose?’”  175
Elaborating, he stated that meditation can be used for many diﬀerent purposes, but that the 
predominate purpose within a Zen Buddhist context is to cultivate insight.  This is insight 176
into the dissolution of self-centredness as well as the dynamic of grasping and aversion.   177
Furthermore, it is through insight that one is also able to cultivate wisdom and compassion.  178
According to Dawson, the method of Zen Buddhist practice is “simply sitting still,” which 
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involves coming into present moment experience and cultivating a quiet and focused mind.  179
By repeating meditative practice over time (days, months and years), “something transforms,” 
and perhaps the main transformation is towards simplicity.  I asked Dawson what he meant 180
by this and he responded by saying that everyone is caught up in thinking, trying to gain and 
prevent loss, such as gaining pleasure and preventing pain or attempting to become a famous 
artist or fearing ignominy.  Because all human beings are caught up in this dynamic, “they 181
overthink as a way of strategising to achieve those things.”  What happens through Zen 182
Buddhist practice is that you come to see this whole dynamic as a “waste of time” because it 
“doesn’t actually achieve you any kind of happiness.” As one comes to see through this 
delusory dynamic, ‘no-mind’ develops, which is a mind that is calm and spacious, “simplicity 
itself.”  183
On the notion of egocentricity, I asked Dawson about Joko Beck’s term, the ‘self-centred 
dream’, which is used in the Ordinary Mind Zen School. He firstly recited the four ‘Practice 
Principles’ of the Ordinary Mind Zen School: “Caught in the self-centred dream, only 
suﬀering. Holding to self-centred thoughts, exactly the dream. Each moment, life as it is, the 
only teacher. Being just this moment, compassion’s way.”  Dawson explained that the first 184
two principles draw a connection between thinking and self-centredness.  Thinking can be 185
helpful and constructive, such as thinking directed towards what is beneficial for one’s self, 
others and the environment. In contrast, much of our thinking is egocentric in nature and this 
thinking perpetuates egocentricity. Employing psychological language, Dawson referred to 
Zen Buddhist practice as the breaking down of narcissism.  186
Dawson’s use of the word ‘narcissism’ (which he used synonymously with the phrases ‘self-
centred dream’ and ‘self-centred thinking’) had been new to me, but he clarified that he’d 
discussed it in recent Dharma talks (which I had not heard at the time of our interviews) and it 
is a topic that features predominately in his book that he is currently writing on 
relationships.  He cited that a lot of literature was being released on the topic, such as The 187
Narcissism Epidemic: Living In The Age of Entitlement by Jean M. Twenge and W. Keith 
Campbell. These books, written by people within the profession of psychology and sociology, 
are making the claim that narcissism is becoming the predominate style of being in the world 
in Western culture.  They also define the characteristics of narcissism as excessive self-188
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admiration, attention seeking and lack of empathy for others.  189
I asked Dawson to comment on the last two of the Ordinary Mind Zen School’s ‘Practice 
Principles’, “Life as it is, the only teacher” and “Being just this moment, compassion’s way.” He 
responded by saying that the aspiration of Zen Buddhism is to be able to see through self-
centredness, as well as the thinking that keeps it alive, in order to drop into “everyday, 
ordinary momentariness,” known in Buddhist terminology as ‘suchness.’  According to 190
Dawson, the experience of ‘suchness’ is very intimate, joyful and wondrous even if it may 
simultaneously be painful.  In contrast to narcissism (a lack of empathy and egocentricity, 191
experiencing ‘suchness’ gives rise to compassion, because the experience allows one to see the 
interconnectedness and inter-being of everything.  When you see into interconnectedness, 192
“you realise that your sense of self is much larger than you thought it was” and that it 
“encompasses everything.”  The natural response to this perspective is the cultivation of 193
empathy.  194
Zen practice can also be the practice of kōan study, which has a long tradition in Zen 
Buddhism and involves questions or paradoxes oﬀered to students that no intellectual activity 
can resolve. Kōan study is historically associated with the Rinzai, or sudden realisation, sect of 
Zen Buddhism. The word ‘kōan’ means ‘public case,’ referring to historically recorded 
encounters between a teacher and their student that are often the moments of the students 
attaining deep insight or kenshō, seeing one’s true nature. These cases became recorded into 
various collections, including The Blue Cliﬀ Record, a collection of Chán Buddhist kōans 
originally compiled in China during the Song dynasty in 1125; The Book of Serenity, a book of 
kōans compiled by Wansong Xingxiu (1166–1246), and first published in 1224; and The Gateless 
Gate a collection of 48 Chán kōans compiled by Wumen Huikai (1183–1260), and first 
published in 1228. In comparison to shikintaza, kōan study is referred to by Barry Magid as a 
‘top-down’ practice of concentration “intended to induce a peak experience of oneness” that is 
supposed to trickle down “from that mystical peak to permanently alter who we are down 
below in our day-to-day life.”   195
The statement or question of a kōan may appear to be impossible to answer at first when we 
try to figure it out using logic and rationality because we are able to construe the notion of 
paradox in our mind which in reality does not exist. In the words of Richard Feynman, “a 
‘paradox’ is only a conflict between reality and your feeling of what reality ‘ought to be.’”  196
However, a kōan is aimed at enabling a student to deconstruct the very thoughts and 
constructions that they have in relation to the statement or question that make it impossible 
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for them to understand it. At some stage, the student may ‘get the joke’ and, seeing through 
their intellectual constructions, may have some level of insight into reality beyond our ideas 
of it. In my work, the study of kōans are reflected in conceptual projects that similarly use 
intellectual constructions as a way of dismantling them. It is also evidenced in the qualities of 
play and humour in my work, such as whimsical video projects and in so-called sound 
projects that are actually silent.  
I asked Dawson, a teacher of kōans, about how he would define them. He responded by saying 
that the simplest definition of a kōan is “a matter to be made clear.”  Rather than a matter to 197
be made clear in the sense of a mystery to be solved, a kōan is a “mystery to be lived.”  198
Employed alongside meditation, kōans are used to help students of Zen Buddhism develop 
insight.  Kōans are often framed as paradoxes, such as “stop the sound of that distant 199
mountain bell,” and are designed to challenge our habitual tendencies towards solving 
problems intellectually.  By contrast, “anyone who’s worked on kōans will realise you can’t 200
solve them intellectually and in a sense it jams up the intellect because it can’t be resolved 
intellectually,” eventually driving one towards deeper and more intuitive understanding.  201
Dawson likens kōans to jokes in the sense that “when you get a joke, it bypasses your intellect 
and it just hits you in a place where you just get it and it’s funny and you laugh.”  With kōans, 202
you sit with them until you “just get it in an intuitive way” that has bypassed the intellect.  203
But, “if someone said, ‘What’s funny about that?’, like a joke, well you could explain it to 
them… ‘it’s funny because of x, y, z.’ But the explanation itself is not the point of it, and an 
explanation’s not funny.”  Kōans are designed to bring us in contact with the intimacy of 204
present moment experience and our connectedness to life.  Ultimately, they “reduce our 205
whole way of being in the world back into just this,” which is simplicity.  206
And because it has not been documented, as far as I am aware, I asked Dawson if his teacher, 
Joko Beck, taught kōans in the Ordinary Mind Zen School. He asserted that she did and that in 
her training she went through kōan study with her teacher Hakuyū Taizan Maezumi.  207
However, during the 1970s and 80s, when people were enamoured with the new process of 
kōans, Joko Beck formed the view that kōan study wasn’t the most important thing about Zen 
Buddhist practice, quantifying it at about 25% of practice.  Dawson remembers her likening 208
kōan study in Zen Buddhist centres to ‘kōan factories’ or ‘insight factories,’ that you “just had 
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to go through the kōans and you’d be enlightened.”  Dawson, following in Joko Beck’s 209
example, acknowledges that Zen Buddhist practice is not quite that simple.  However, Joko 210
Beck did not discredit the entire practice of kōan study, and she chose to teach what is 
referred to in Zen Buddhism as the ‘miscellaneous kōans,’ a collection of about sixty to eighty 
kōans in total, including the primary kōan ‘Mu.’  Dawson doesn’t automatically give kōans to 211
new students who are just starting practice.  Rather, he works with students until he gets a 212
sense that they have become more grounded in the practice of meditation, in their character 
and in the understanding that Zen Buddhism is designed to break down egocentricity, before 
introducing them to kōans.  Dawson is of the opinion that introducing kōans too early could 213
be explicitly dangerous for people who are too emotionally fragile to work on them. He also 
sees a lesser danger in kōans enabling spiritual narcissism, where students “think that they’re 
wonderful and enlightened because they’ve passed kōans.” If so, “then it’s working in the 
wrong direction” because the process inflates the ego rather than allowing the student to see 
through the ego.  214
Intellectual constructions are considered to be an inherently self-centred delusion (as 
opposed to life-centred) and are characterised by the ‘monkey mind’ which continually 
clambers after the next thing, seeking pleasure and avoiding pain. Practice involves calming 
the ‘monkey mind’ or, when this is not possible, to simply observe the ‘monkey mind’ at work 
(for there is a vast diﬀerence between having a thought and being aware that one is having a 
thought). These attributes are typically called greed, hatred and ignorance, or in psychological 
parlance they are known as grasping, aversion and delusion. Whilst life does involve pain and 
unpleasant sensations, the notion of suﬀering in a Buddhist context is perceived as a kind of 
‘second dart,’ to use psychologist Rick Hanson’s term, which we create through this behaviour. 
Hanson provides an example of this behaviour in his book Buddha’s Brain: The Practical 
Neuroscience of Happiness, Love & Wisdom (2009):  
Suppose you’re walking through a dark room at night and stub your toe on a chair; right 
after the first dart of pain comes a second dart of anger: “Who moved that darn 
chair?!” [sic] Or maybe a loved one is cold to you when you’re hoping for some caring; in 
addition to the natural drop in the pit of your stomach (first dart), you might feel 
unwanted (second dart) as a result of having being ignored as a child.  215
Hanson writes that, “Second darts often trigger more second darts through associative neural 
networks” and can “create vicious cycles” in relationships.  Hanson also observes that “most 216
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of our second-dart reactions occur when there is in fact no first dart anywhere to be found—
when there’s no pain inherent in the conditions we’re reacting to”, only our thinking.  From a 217
Buddhist perspective, the sorrow of losing a loved one can be experienced directly through 
our feelings, needs and body sensations, often leading to mourning and healing, or the pain is 
amplified and misconstrued by thoughts that we ourselves add to the situation that ultimately 
separate us from its reality.  
Having heard people distinguish between suﬀering and the Buddhist term ‘dukkha,’ I asked 
Dawson if he could clarify the two terms and also provide a framework for suﬀering from a 
Buddhist perspective. Dawson first made a correction to the idea that ‘suﬀering’ and ‘dukkha’ 
are not two separate notions, but rather ‘suﬀering’ is the usual translation of ‘dukkha.’  218
Speaking about the etymology of the word ‘dukkha,’ Dawson explained that it was a word used 
in the historical Buddha’s era to describe a wheel on a cart that is going round in a clunky 
fashion because it is worn out, creating an uncomfortable ride and a disconcerting 
experience.  The Buddha adopted the word to describe “what happens when our mind’s out 219
of kilter.”  In his public talks, Dawson has addressed the common notion that Buddhism is 220
about relieving suﬀering and how some people can’t relate to that because they don’t see 
themselves as experiencing suﬀering.  From Dawson’s point of view, ‘dissatisfaction’ is a 221
more appropriate translation, because in medical terms ‘suﬀering’ “describes the acute end of 
that experience, and dissatisfaction describes the chronic end of it and the vast majority of 
people at least experience the chronic end of it.”  However, even those who do not identify 222
with the term ‘suﬀering’ will inevitably have acute experiences of suﬀering, in instances 
where they may lose their job or experience death in the family.  Whilst there is emphasis on 223
the experience of dissatisfaction and suﬀering in life, “one of the big misunderstandings about 
Buddhism and Zen Buddhism is that it’s not about getting rid of suﬀering” but rather “it’s 
about transforming suﬀering.”  It would be impossible to get rid of the inevitable physical 224
and emotional pain that is a part of life. Instead, Zen Buddhism teaches students to be in the 
context of suﬀering without ego-centricity.  Dawson’s examples are to be with such 225
experiences “without adding on all of the extra stuﬀ that [we] do such as, ‘Why me?’ or, you 
know ‘Why did I lose the job or my mother?’ or, you know, ‘Why have I got cancer?’  At the 226
point when our ego is deconstructed, we no longer take these things personally and it 
becomes more bearable to be with the experience of what’s happening.  Dawson even 227
proposes that it’s possible to see wonder in the suﬀering, because even if you’re in pain or have 
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cancer, there’s still life and you’re still a conscious person “experiencing the miracle of being 
alive.”  228
Developing serenity or equanimity (the ability to let things come and go in a state of ease) in 
practice is necessary, or the primary condition that one needs to be in, in order to develop 
insight. In Zen Buddhism, the insights of practice are primarily of interconnectedness, which 
is the notion that everything is inherently connected. From this we get terms such as 
‘absolute’ and the ‘relative,’ referring to the absolute interconnectedness of all life, and our 
‘relative’ constructs of self and separation that we make from all of this. The second insight is 
into impermanence, the notion that everything is changing. The third insight is into 
emptiness or openness, the notion that we project intellectual constructions onto things, but 
these are not the things themselves (like a map is not the territory or a name is not the person) 
and that these things are not fixed entities and do not maintain separation from everything 
around them. From the point of view of emptiness, the identity of ‘Adrian Clement’ does not 
actually exist, as the materiality that we call ‘Adrian Clement’ is shifting from one moment to 
the next and is not apart from all that life is. The fourth insight is into the nature of suﬀering. 
Needless to say, these four insights are interrelated. These insights are embodied by 
practitioner’s in their day-to-day lives in the ethics of non-harming and compassion. 
The traditional Buddhist framework for this follows the Noble Eightfold Path and the Ten 
Grave Precepts, although these have been adapted and transformed as Buddhism has evolved, 
especially in the development of Western and non-monastic (lay) Buddhist practice. I asked 
Dawson to elaborate on this framework for Zen Buddhism by asking him about how serenity, 
insight and ethics come together in one’s practice. He responded by asserting that they “all 
come as an integrated whole” and “manifest together” as “one helps the other to grow.”  229
Dawson is somewhat critical of the way in which serenity, the practice of mindfulness, is taken 
out of this framework, “as though it’s the essence of what Zen is,” especially when it is used 
clinically to treat various psychological disorders.  Clarifying that mindfulness does indeed 230
have a benefit (which is validated by research), Dawson emphasises that it’s the Zen Buddhist 
framework of mindfulness, serenity and ethics of non-harming, practiced together, that 
enables one to cultivate insight.  Mindfulness, removed from this ethical framework, was 231
employed martial artists, such as the Samurai class, and the Japanese army during the second 
world war, towards militaristic outcomes.  Mindfulness, therefore, can be used for any 232
purpose, including gaining profits.  However, mindfulness is most valuable when it is 233
married with a value system concerned with non-harming.  The resulting insight that 234
emerges is a realisation that there’s no fixed, solid self and no actual ego (seeking pleasure, 
praise, fame and gain) to attach to.  It’s when this all just drops away that the joy of Zen 235
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Buddhist practice emerges; the joy of being free from grasping, aversion and defensiveness.  236
In the tradition of Joko Beck’s teaching and the Ordinary Mind Zen School, there is an 
emphasis on being present with our emotional experience by labelling thoughts that trigger 
our emotions and coming in contact with the physical sensations of our body, similar to the 
body awareness developed in the tradition of Vipassanā, or insight meditation. This notion 
elaborated on in A Gradual Awakening by Stephen Levine, who writes, “ If we are living in our 
body, aware of what is occurring in the field of sensation, then we are in touch with the basic 
reality of existence as it is received in the present.”  237
Whilst the practice of Zen Buddhism is to see through our intellectual constructions, 
practitioners also need to understand the necessity of intellectual constructions in our daily 
lives in order to function within society. For instance, we know that the sun rises and falls and 
the seasons change, but the notion of measured time is an intellectual construction that we 
have invented and project onto this. However, even though it is an intellectual construction, it 
is a useful one that has helped me to submit this thesis by its due date. 
Lastly, I would like to mention that I combine my practice of Zen Buddhism with the practice 
of Non-Violent Communication (NVC), a communication model developed by Marshall 
Rosenberg (1934-2015; founder of the international Centre for Nonviolent Communication) in 
the 1960s that promotes connection with life by addressing the fundamental needs that we 
require and reciprocate in our exchanges with others, and the feelings (which are, like Zen, 
seen as physical sensations of the body as opposed to conceptual thought) that are connected 
to these needs. NVC can be described as a process that helps people express what is truly alive 
in them and to resolve conflict and diﬀerences peacefully through empathy, as well as a tool 
that enables us to celebrate the joy and wonder of life. Rosenberg was known for a wide range 
of publications, including Nonviolent Communication: A Language of Life (2003) and Speak 
Peace in a World of Conflict: What You Say Next Will Change Your World (2005), the latter of 
which emphasises the use of NVC within the context of social change where it is applied in the 
context of prison, the education system and so on. 
NVC can be considered an embodiment of the practice of Zen Buddhism in our connections 
with others throughout our everyday lives. Jesse Wiens and Catherine Cadden, founders of an 
organisation known as ‘ZENVC’ view these two practices as “the way with and without words”. 
Eﬀorts have also been made within the Ordinary Mind Zen School, Sydney, predominately by 
Bronwyn Sach to establish an NVC group as an additional aspect of their practice. In a 
Buddhist context, NVC can also be seen as the practice of ‘Skilful Speech’ (which, along with 
‘Wise Speech,’ is Dawson’s preferred wording of what is more commonly known as ‘Right 
Speech,’ which as a translation from its original Pali or Sanskrit inadvertently—but 
nonetheless misleadingly—implies a duality of ‘right’ and ‘wrong’), which is an aspect of the 
Noble Eightfold Path—principal teachings of the historical Buddha—where one brings 
mindfulness and insight into our faculty of communication. 
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 Central to NVC are the concepts of feelings, needs and strategies. All human beings have 
underlying needs that range from survival needs through to emotional needs, and we rely on 
strategies to meet such needs. Our emotional and physical feelings indicate that needs are 
either being met or unmet. An obvious example of this would be our very basic need for food, 
the feeling of hunger and the various strategies we might employ to meet such a need that 
range from foraging for food in the wild to eating takeaway. Whilst acknowledging that needs 
and strategies exist on a spectrum, NVC also emphasises a delineation of needs and strategies 
to cultivate an understanding of our actions and the actions of others. Through the process of 
getting in touch with our body and our physical and emotional needs, as well as hearing the 
needs of others in their language, we can come to understand our needs and the needs of 
others, and often we can discover strategies that can meet such needs in a life-serving or life-
centred way (as opposed to self-serving or self-centred way). Furthermore, it is also 
acknowledged that our needs (apart from survival needs) do not always have to be met. 
However, it is often through the process of acknowledging that our feelings and needs are 
alive and exist that allow us to come to a place where we can be at peace with unmet needs. 
The acknowledgement in NVC that human beings change—that, by virtue of the constantly 
unfolding nature of needs and strategies to meet them, all of us are dynamic processes, not 
static entities—has aided and guided me through the transformations that have taken place in 
me during the writing of this text, including illness. Connecting with the underlying needs, 
rather than insisting on meeting them, I practice finding peace with unmet needs through my 
experience of chronic health issues. So too has NVC brought awareness to me that an art 
practice, and the writing of a PhD, is a strategy employed to meet particular needs. I have 
recognised that my core needs in life can be categorised—in the model of needs created by 
Wiens and Cadden—around play and include sexual expression, inspiration, creativity, 
learning and humour, all of which are qualities evidenced in my creative work. 
This chapter has focused on the teachings of Joko Beck and the Ordinary Mind Zen School (as 
well as Non-Violent Communication, which has been developing concurrently alongside these 
traditions and within the Sydney branch of the Ordinary Mind Zen School itself). In doing so, I 
have contextualised my accompanying body of work within a specific lineage and framework 
of Zen Buddhism. Furthermore, I have drawn on Joko Beck’s teachings to emphasise that the 
notion of ‘dualistic thinking’ is of a self-centred nature and it is the additional unnecessary 
thoughts pertaining to our self, such as our self-perception, that are called into criticism 
through Zen Buddhist practice. By doing so, I assert that ‘dualistic thinking’ does not amount 
to a rejection of all intellectual thinking processes. I subsequently acknowledged that Joko 
Beck’s emphasis on the self-centredness was a significant contribution of the translation of 
Zen Buddhism into Western culture and the English language. This is of particular relevance 
to this thesis in that the concepts of ‘suchness’ and ‘conceptual emptiness’ can be seen to be 
predicated on our ability to operate outside of, and experience the world unchained from, self-
centred thinking. By exploring Joko Beck’s teachings, I illustrate the possibility for creative 
thinking and artistic expression unmediated by self-centred constructions. This chapter has 
also provided an explicit methodology of Zen Buddhist practice that I have employed in my 
accompanying body of work that also serves as an example for other artists. 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CHAPTER 13. A MAN IN A GORILLA SUIT 
 
Throughout thesis, I explore blockages that inhibit audiences from directly experiencing art, 
both from a psychological or neurological point of view, and also from a Zen Buddhist 
perspective. I also explore the potential of art as a device that can un-block our intellectual 
preconceptions and presumptions about art. The blockages that I refer to are known in 
psychological discourse as ‘cognitive distortions,’ and two projects that relate directly to this 
theme are the subject of this chapter. These two projects consciously employ principles and 
manufacturing processes of design and they enable audiences to consciously experience their 
senses with heightened awareness. 
Using the same proportions as the Play sculptures (see chapter sixteen), I proceeded to work 
on Acoustic Listening Device (2015) (Figures 97-98), a revised design of a project I worked on in 
2010. The project consists of two cubes fabricated in fluorescent pink acrylic with a 70 mm 
diameter circle laser-cut on the inner face of each of the cubes and a small 5 mm hole laser-cut 
on the outer face of each of the cubes. The inner faces of the two cubes have 70 mm laser-cut 
circles to allow one to place their ears into the cubes, whilst the small 5 mm hole on the outer 
faces allow sound to travel through the space and be modified. The two cubes are connected 
by a leather-covered metal headband that was built specifically for this sculpture. Originally 
conceived as a re-design of acoustic listening devices developed by the Dutch as part of the air 
defence systems research between World War One and Two, this project was an attempt to 
create an object that could cause a change in the way we listen to sounds that exist in our 
everyday environments. My original acoustic listening device was made in yellow, was a third 
larger, and repurposed a headband from a pair of industrial earmuﬀs. The 2015 re-design was 
partially about reclaiming a project I submitted to a collaborative project as my own, as much 
as it was about improving upon a design I was never quite satisfied with, but was deeply 
passionate about. I had intended to re-design this project for a number of years, but it was 
after building Play that I found a scale and a proportion for the project that I thought would 
work well. Building the project at a smaller scale was a response to the heaviness of the 
original project which made it cumbersome and diﬃcult to wear. I was also never very happy 
with the re-purposed earmuﬀs headband and struggled to come up with an idea for something 
that would be of a cleaner and simpler aesthetic. 
As much as the Acoustic Listening Device was about framing what already exists into a 
conscious experience, I was also interested in exploring synaesthesia, which is the 
overlapping or interconnectedness some people experience between diﬀerent senses, in 
things like colour, sound, language, taste, touch, smell and so on.  In particular it was about 238
referencing my own experiences of synaesthesia with the colour pink that came up as a result 
of a brief relationship I was in during 2014 and also in realising my sexual orientation and 
identifying as queer. So in this way, the experience of listening to ‘colourless’ sound through a 
pink object is about exploring whether the colour pink aﬀects or informs our listening 
experience. It could be that the colour pink suggests, teases out or makes us conscious of this 
relationship. To an extent, it could also be seen as a kind of cognitive distortion; in a literal 
 For more information about the concept of synaesthesia, a good resource is neurologist Oliver Sack’s Musicophilia: Tales of 238
Music and the Brain (New York: Alfred A. Knopf, 2007), which has informed my own understanding.
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sense this would mean that our idea of the colour pink filters the way we experience 
something as a kind of conceptual overlay. 
In the field of perceptual psychology, it is said that what we mistake to be reality is actually 
reality filtered through cognitive distortion, this occurring in subtle and not-so-subtle ways. 
The Zen teacher and founder of the San Francisco Zen Centre, Shunryu Suzuki, is quoted in 
David Chadwick’s biography as saying, “As soon as you see something, you already start to 
intellectualize it. As soon as you’ve intellectualized it, it is no longer what you saw.”  A few 239
examples of cognitive distortion include polarised thinking (believing that things are either 
‘this’ or ‘that’ when the nature of our reality is that things are ‘this’ and ‘that’), mental filtering 
(focusing solely on negative elements of an experience at the expense of all others) and the 
belief that if we feel something on an emotional level then our thoughts related to the feeling 
must be true. Cognitive distortion is illustrated quite nicely in the popular ‘monkey business 
illusion’ video, where you are asked to count how many passes are made between two 
basketball teams. Concentrating on counting the passes, people usually miss a man in a gorilla 
suit who walks into the centre of the video and bangs his chest, before walking out of frame.  240
A common strategy I employ in my work is to invert audience’s intellectual preconceptions by 
changing the context in which the objects that comprise a project are viewed, challenging our 
fixed sense of reality, which is filtered through cognitive distortion. There is also a paradoxical 
representation of both the thing we miss when we’re not looking for it it (such as blue cars in 
Ten Thousand Blue Cars) and the issue about getting too focused on a single object that we 
miss everything else in our environment. 
In a related project, Rose Coloured Glasses (2015) (Figure 99), I explore cognitive distortion in 
the context of our sense of sight. Rose Coloured Glasses is quite literally a pair of ‘glasses’ 
fabricated in acrylic, with its ‘arms’ made from transparent acrylic, and its face in fluorescent 
pink. In its original conception (2012), of which this is a re-design, the ‘glasses’ were one piece, 
and yellow to reference the collaborative work I was involved in at the time. I was dissatisfied 
with that decision and thought in my re-design any colour used in the design should be 
functional, rather than aesthetic. I decided to cut back to what was essential and just have the 
lens ‘rose-coloured.’ The rest of the piece has been designed in transparent acrylic to 
foreground the intended experience of the work.  
Cognitive distortion is certainly one of the themes I am exploring in this project along with my 
interest in the field of perceptual science. The idiom of wearing rose-coloured glasses suggests 
that one has an inaccurate perception of the world based on a false positivity because of a 
filter that exists between them and the world that—perhaps unbeknownst to the wearer of 
such glasses—aﬀects their ability to see clearly. We all partake in some level of this kind of 
cognitive distortion. 
 Chadwick, David, Crooked Cucumber: The Life and Zen Teaching of Shunryu Suzuki (New York City: Three Rivers Press, 2000), 239
p. 47 
 Simons, Daniel, ‘The Monkey Business Illusion,’ YouTube video (2010). Last accessed online on 28 September,  240
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Another way of approaching the idea of cognitive distortion is through the metaphor of Plato’s 
cave in which people not only mistook their shadows for reality, but who came to accept it as 
reality and thus inhibit themselves via their own self-created intellectual constructions. This 
metaphor is evidenced in the work of psychologist George M. Stratton (1865–1957) who is well 
known for his experiments in perceptual science, particularly the goggles that he invented 
that invert our perception of the world so that everything we see is upside-down.  The 241
amazing thing about his experiments is that the people who wore such goggles found it 
initially disorienting, but after a short while came to adapt to their new perception of the 
world and were able to function normally. After removing the goggles, the same participants 
found their ‘normal’ perception of the world disorienting and likewise needed time to adjust. 
In relation to the allegory of Plato’s cave, Stratton’s experiments prove that one can get used to 
something that is either unnatural or false. Likewise, one’s ‘rosy’ perception of the world is 
something that we can mistake to be our reality. 
I wrote that my original project was conceived as a device that one could wear that would 
make everything in their world yellow (and in this instance: pink), and that rather than create 
things in colour I proposed the tactic of changing the lens through which we see things. In the 
sense that Acoustic Listening Device is literally an acoustic listening device, Rose Coloured 
Glasses can be considered a monochromatic viewing device. In doing so, I am attempting to 
achieve a strategy that recurs throughout my art practice, which is to use what already exists 
as the material for my artwork. In other words: making an artwork out of nothing. The 
Acoustic Listening Device can be seen as a Cageian attempt to reframe the sound of our 
environments rather than producing new sounds. The work I make and enjoy favours the 
experiential over the theoretical. With these two projects, the objects were designed to be worn 
and enable certain kinds of experiences of colour and sound. Although I’ve written about the 
theoretical implications of these projects, they can also be understood quite simply in relation 
to the direct experiences we have when we interact with an object. What better way to 
experience colour than to see colour?  
Whilst ‘art’ and ‘design’ are ontologically distinct, the two fields are closely related. 
Throughout this thesis I have highlighted—and situate myself among—a group of 
contemporary artists and designers, some of whom have practices in both disciplines, and 
others who synthesise the influence of art or design into their own distinct practice. Similarly, 
I see myself as someone who operates in both fields, as artist or designer depending on a 
particular context. For the purpose of this study, I have chosen to situate my research and 
accompanying body of work in the context of art. What is evidenced in these projects, 
therefore, is how I operate as an artist who incorporates principles and manufacturing 
processes of design. These are art objects that have been designed, drawing on the research 
into design that I conducted for this thesis. The Rose Coloured Glasses project, for instance, has 
rounded corners of a radii of 2.5 mmm, borrowed from the work of Naoto Fukasawa who 
renders 90 degree corners with the same radii, in reference to the natural roundness that 
occurs throughout time when we handle wood. This detail brings a delightful human quality 
to his work in plastic, a material that is usually thought of, seen and experienced as something 
 Abrahams, Mark, ‘Experiments show we quickly adjust to seeing everything upside-down,’ The Guardian (13 November, 2012). 241
Last accessed online on June 3, 2015 at: http://www.theguardian.com/education/2012/nov/12/improbable-research-seeing-
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cheap. My interest in design also reflects my preference for the directly experiential over the 
theoretical; which is to say that much like design, I make art work to be used and experienced 
rather than simply contemplated. And whilst I certainly don’t regard these works as design (at 
least in this context), I do aspire towards the way in which design is more often experienced 
than thought about. I try very hard to bring the quality of the experiential to my work and I 
would love to see art in general experienced by audiences rather than thought about.  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 Figure 97. Adrian Clement, Acoustic Listening Device (2015), acrylic, steel and leather, 20 x 35 x 10 cm  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 Figure 98. Adrian Clement, Acoustic Listening Device (2015), acrylic, steel and leather, 20 x 35 x 10 cm  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 Figure 99. Adrian Clement, Rose Coloured Glasses (2015), acrylic, 9.5 x 15 x 19 cm  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CHAPTER 14. NOTHING YET EVERYTHING 
Hara explores a theory of ‘conceptual emptiness’ in the context of traditional Japanese culture 
and Shintoism, which I correlate to the notion of ‘suchness’ that is integral to my artistic 
practice. Hara makes a claim that if something is empty of meaning and self-expression it has 
the potential to provide a space for our imagination. Throughout this chapter, I explore Hara’s 
theory of conceptual emptiness and how it has informed the accompanying body of work that 
I made for this study. Despite the influence of this theory, in this chapter I begin to challenge 
Hara’s assertion that the ultimate benefit of conceptual emptiness is in its ability to stir our 
imaginations or whether there are other possibilities of greater value. I will also explore what 
these alternate possibilities are through a comparison of Hara’s theory of ‘conceptual 
emptiness’ with the Buddhist term ‘emptiness.’ Finally, I turn to the example of Steve Jobs and 
Jonathan Ive, who also employed a theory of emptiness in their work for the American 
computer company Apple, to examine how the aesthetics and philosophies of Zen Buddhist 
practice are integrated into one’s work as an artist or designer, and the Buddhist teachings 
which one can neglect. 
Firstly, I would like to look at how Hara’s theory of  ‘conceptual emptiness’ is rooted in 
observations of historical events that shaped the formation of what we now know to be 
traditional Japanese culture. In an essay for Wa: The Essence of Japanese Design, Hara 
contextualises his concept of ‘emptiness’ by stating that originated out of  the “wide-scale loss 
of cultural artefacts burnt during the Onin War”  during the fifteenth century. Hara claims 242
that these tragic events gave rise to the aesthetic of simplicity that we now closely associate 
with traditional Japanese culture. Hara writes that, at a glance, the simplicity of Japanese 
design “diﬀers from that discovered by Western modernism, which was based on 
rationality.”  Instead, Hara calls the simplicity of Japanese design ‘emptiness’ and rather 243
than “disseminating a precise, articulate message, extreme plainness—emptiness—can invite 
a variety of interpretations, just like an empty vessel.”   244
The specific and unique culture and aesthetic concepts (including emptiness) that developed 
in Japan can be attributed to its geographical location and physical proximity to other 
countries and cultures. Making a ninety-degree clockwise rotation of a map of the Eurasian 
continent (Figure 100), Hara imagines Eurasia as a pinball machine, wherein the Japanese 
archipelago is situated precisely where the ball catch would be, becoming a receptacle of 
cultures for all over the world and because it was an era “when the world was overflowing with 
flamboyant decorations symbolising power, Japanese culture was equally dazzling.”  245
However, this transformed after a revolutionary ‘resettling’ of Japanese culture took place in 
the middle of the fifteenth century just after the civil war known as Ōnin no Ran, which 
spanned ten years and involved the destruction of Buddhist temples, Buddhist statues, 
paintings, calligraphic works and kimonos.  Muomachi Shogun, Ashikaga Yoshimasa (1436–246
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1490) who was “doubtlessly aﬀected” as a result of his deep involvement in the Ōnin War, 
“relinquished his position as shogun to his son and retired to Higashiyama, the range of low 
mountains along Kyoto’s eastern border.”  Here, Yoshimasa built the Jishoji temple (also 247
known as Ginkaku or the Temple of the Silver Pavilion), where his work in calligraphy, 
painting and tea ceremony “can be seen as a central figure in the creation of a new type of 
culture that took the name of the place where he lived, Higashiyama.”  This new culture 248
“desperately sought beauty in simplicity on their own from this period on, breaking away from 
foreign influences”, including the luxuries and flourishes of continental Chinese culture.  A 249
new aesthetic was born and was further matured under the influence of tea masters Murato 
Jikō (1423–1502), Takeno Jo-o (1502–1555) and Sen no Rikyú (1522–91) who, having undergone 
Zen training, favoured the beauty found in poverty (wabi) and transience (sabi). Hara writes 
that this “was also the period of the peculiar development of Zen Buddhism in 
Japan” (introduced from China) and the appearance of abstract gardens such as karesansui 
(dry landscape, or rock gardens) and it is said that it was Yoshimasa’s dōjinsai (study) that 
became the origin of the traditional Japanese-style room.  Yoshimasa also “appointed 250
talented people (regardless of their social or family status), those who served using their gifts 
in landscape gardening, tatehana (the oldest style of ikebana), painting, space design, dance 
and so forth” and these individuals, known as dōbōshū (those of the priest-artist guild) 
included Ryūami, the founder of ikebana, Zen’ami, a landscape gardener, Nōami and his 
grandson Sōami, who compiled Kundaikansōchōki (“the book of secrets on the appreciation of 
subtleties concerning the works of Chinese art and ways to arrange ornamental objects”) and 
Kan’ami and his son Zeami, who established the present form of the nō play.  251
The theory of ‘emptiness’ is also the topic of Hara’s 2008 book White, where he explores this 
theory in relation to the aesthetic experience of white in traditional Japanese culture. The 
book begins with an observation that the Japanese character (kanji) for the word ‘white’ is 
meant to resemble a skull, the kind of bone left by an animal after its death, bleached by the 
sun, suggesting notions of mortality and immortality.  Citing ‘shiro’ (‘white’ in Japanese) as 252
one of the four traditional Japanese colours, Hara explains that the etymology of the word 
‘shiro’ is rooted in the ancient word ‘shiroshi,’ which in turn is connected to the words 
‘itoshiroshi’ and ‘ichijirushi,’ terms that are based on the corporeality of things.  Hara 253
defines ‘ichijirushi’ as “a clear and objective condition which manifests itself in the purity of 
light, the lucidity embodied in a drop of water, or the force of a crashing waterfall.”  By 254
contrast, ‘shiroshi’ is “the state of consciousness we enter when we focus on these things, 
when our senses seem to vibrate like the strings of a koto.”  These ancient words became 255
absorbed into the linguistic concept and aesthetic principle of ‘shiro’ throughout a long 
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history.  Furthermore, ‘emptiness’ in Japanese actually has the character for ‘white’ within 256
it. In his observations on the religion of Shintoism, Hara notes the aesthetic use of white in 
various traditions of ceremony and ritual, such as the temple of worship in Shintoism, a site of 
physical emptiness, which in Japanese literally translates to ‘white with a roof.’ Hara 
considers white not as an aesthetic but as a design concept. This is a concept of emptiness as 
an empty container that has the capacity to hold everything. In Designing Design, Hara gives a 
good example of this kind of emptiness in the symbolism of the Japanese National Flag 
(Figure 101). Hara writes that the geometric figure of a red circle carries no inherent meaning, 
and instead people supply meaning to it.  Citing diﬀerent examples, Hara claims that 257
“because the flag was once used as a symbol of militaristic Japan, there are many who still 
abhor it” whereas “there are also those who insist that the flag has now become the symbol of 
a peaceful nation.”  Common meanings supplied to the flag include the symbolism of the 258
sun (a shintai or Shinto object of worship), red blood or spirit, or even a red pickled plum on a 
bed of white rice.  Because the flag is not aligned with any one interpretation, the simple, red 259
circle of the national flag is able to accommodate and validate the impressions of every 
individual.  260
In Hara’s own work, this concept of emptiness can be seen in his 2003 “Horizon” campaign for 
MUJI (Figure 102). Hara attributes the aesthetic of Japanese culture to the removal or restraint 
of self-expression in one’s work. This is particularly evident in a talk that Hara gave for 
Authors@Google shortly after the publication of Designing Design, where he compared the 
aesthetics of simplicity found in much of mid–twentieth-century modernism with that of 
fifteenth and sixteenth-century Japan.  Hara observed that the designers of modernism 261
imbue their identity in their own work and that there is a didactic motive behind the aesthetic 
of simplicity they employ. By contrast, Hara proposed that the objects designed in traditional 
Japanese culture, such as tea-utensils used in Japanese tea ceremony, do not possess the same 
self-consciousness of their maker. It is akin to what Jonathan Ive has remarked of his work at 
Apple that, “So much of what we try to do is get to a point where the solution seems inevitable. 
… You think, ‘Of course it's that way, why would it be any other way?’”  262
Perhaps it might seem ironic to be quoting Ive on simplicity, when Apple as a company 
embodies some of the qualities that Hara criticises in mid-twentieth-century modernism. 
Apple’s earlier cult status and recent mainstream appeal make them a popular example of 
minimal design in our society and culture, and substantial eﬀort and resources in marketing 
can be considered to have contributed to this. Steve Jobs maintained a Zen Buddhist practice 
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under Zen Buddhist teacher Kōbun Chino Otogawa   and brought aspects of his spiritual 263 264
training and interests in the aesthetics of Japanese culture to his work in consumer 
electronics. The key word in the phrase here is aspects of Zen Buddhist practice, the 
complexities of which have been well written about by Steve Silberman in an article pointedly 
titled, ‘What Kind of Buddhist Was Steve Jobs Anyway?’  Silberman specifically attributes 265
the influence of Cutting Through Spiritual Materialism (1973) by the Tibetan Buddhist teacher 
Chögyam Trungpa Rinpoche and Zen Mind, Beginner’s Mind (1970) by Shunryu Suzuki on 
Jobs, as well as his earlier pilgrimage to India with colleague Daniel Kottke. Silberman writes 
on the extent of Jobs’ Buddhist practice that he “didn’t just dabble in Zen, appropriating its 
elliptical aesthetic as a kind of exotic cologne” but rather he was “a serious, diligent 
practitioner who undertook lengthy meditation… spending weeks on end ‘facing the wall,’ as 
Zen students say, to observe the activity of his own mind.”  266
A concern that I explore throughout this thesis and in my accompanying body of work is what 
someone with a Zen Buddhist practice (or in the case of Hara, someone within a lineage that is 
influenced by Zen Buddhist philosophies) brings to their work as an artist or designer, and the 
areas of Zen Buddhist practice that are neglected. I turn to Jobs as an example of this because 
there are aspects of his work that demonstrate his insight, and other aspects, including his 
relationships, which reveal that he still had much to learn. On the former, Silberman writes 
that, like a “Zen fussbudget,” Jobs “paid precise, meticulous, uncompromising attention to 
every aspect of the user experience of Apple’s products… and encouraged mindfulness in his 
customers too, by designing his computers so superbly that they faded into the background as 
creative imagination took over.”  Like Hara, the Buddhist notion of ‘emptiness’ (Śūnyatā) 267
became a central concept that informed his work in design. Through his work with Jonathan 
Ive, the two created products such as the iMac, the iPod, the iPad, the MacBook Air, and the 
iPhone, “gadgets that made your jaw drop when you first saw them, because they seemed so 
elemental, unfussy, and inevitable; as if they were platonic fusions of form and function that 
were already waiting somewhere in the universe when Ive and Jobs ‘discovered’ them 
together.”  These products seem like they “suddenly appeared in emptiness (Śūnyatā), 268
unencumbered by previous notions of what a ‘computer’ or ‘phone’ or ‘MP3 player’ or ‘tablet 
device’ should be. They were cosmically clean; avatars of the new.”   However, by contrast, 269
Walter Isaacson, Steve Jobs’ biographer and author of Steve Jobs (2011), “is admirably frank 
about the core tenet of Buddhism that Jobs seems to have bypassed: the importance of 
treating everyone around you, even perceived enemies, with basic respect and 
lovingkindness.”  Silberman writes that Jobs’ “tantrums, casual brutality, and constant 270
berating of ‘shitheads’ is popularly viewed as the brave refusal to compromise his ideal of 
 Henceforth referred to as ‘Kōbun.’263
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perfection — even as a kind of tough love that inspired his employees to transcend their own 
limitations.”  However, Silberman challenges this perspective by saying that “a more skilful 271
practitioner would have tried to find ways to bring out the genius in his employees without 
humiliating them — and certainly would have found ways of manufacturing products that 
didn’t cause so much suﬀering for impoverished workers in other countries.”  There is a 272
moment in Isaacson’s book where Jobs addresses the Mobile Me team after it’s debut was 
disastrous, by saying “You should hate each other for having let each other down.”  273
Silberman points to this example to illustrate that even late in life Jobs had more to learn from 
his Zen teachers.  In chapter twelve, I made the assertion that Zen Buddhist practice requires 274
the integration of mindfulness (or serenity), wisdom (or insight) and non-harming (or ethics). 
It is clear that, in the example of Jobs, these three aspects were not integrated. Only parts of 
Zen Buddhism, such as the aesthetics associated with it and the practice of mindfulness, were 
employed for egotistic purposes pertaining to gain. 
Of note is Silberman’s own personal reflection upon leaving the San Fransisco Zen Centre and 
being told by Kōbun that his challenge will be to find a way of life that is as meaningful as his 
Zen practice.  This has also been my challenge, and I think that most people who practice 275
Zen Buddhism, including artists, are also trying to find a way of living and working that has 
significance and meaning and can become an extension, rather than an inhibition, of their 
spiritual lives. 
Hara diﬀers from Jobs in that he is critical when the aesthetics of simplicity, influenced by 
traditional Japanese culture, are employed without grasping the deeper significance that this 
tradition embodies. In his talk for Authors@Google, Hara explicitly criticises the Bauhaus 
movement for this reason,  which can also be applied to Jobs and Ive and their work at 276
Apple. To reiterate Hara’s words quoted previously, the simplicity of traditional Japanese 
culture “does not merely imply simplicity, form, sophistication and the like”, for “even if 
someone self-consciously applies a simple geometric style to his work, or maintains a 
pretentious silence”, an understanding of simplicity is not necessarily grasped: “[for ] one 
must train oneself and build up experience in order to apply that concept eﬃciently.”  277
It has occurred to me through sitting that the simplicity of seeing life as it is can only be 
manifested through practice. Before coming to Zen, I thought (mistakenly) that simplicity 
could be purchased or owned. I’ve since learnt that buying or producing a Mies van der Rohe 
chair does not demonstrate simplicity. Instead, one must work their way towards a true 
understated simplicity through an experiential meditation practice. As for Jobs and Ive, the 
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simplicity of their designs do communicate something about their work practice as it relates 
to Zen Buddhist practice, but it is limited and contradicted by other aspects of their lifestyle, 
work practices and the Apple company branding. By contrast, the work of German industrial 
designer Dieter Rams more closely and holistically embodies the principles of simplicity 
characteristic of the Mingei movement. This includes his iconic consumer electronics for 
Braun, (such as Figure 104), and his original 606 Universal Shelving System (Figure 56) from 
the 1960s, which continues to be released by Vitsoe. Rams’ well-known ‘Ten Principles of 
Good Design’ illustrate the Mingei philosophies, which in turn derive from traditional 
Japanese culture and Zen Buddhism, that are at the heart of his work. These principles are 
that good design is innovative, makes a product useful, is aesthetic, makes a product 
understandable, is unobtrusive, is honest, is long-lasting, is thorough down to the last detail, 
is environmentally friendly and is as little design as possible.  On the last principle, Rams 278
elaborates by writing that, “Less, but better—because it concentrates on the essential aspects, 
and the products are not burdened with non-essentials. Back to purity, back to simplicity.”  279
However, Rams has also publicly identified with Apple, holding them up as a contemporary 
brand that embodies the values of his work. I find this a bit odd, and recently I have seen Rams 
quoted, on the contrary, as being critical of computers altogether.  280
Whilst Hara is critical of the Bauhaus movement, there are indicators that it had some 
influence on his work and contemporary design. In fact, Hara has curated objects from the 
Bauhaus movement, including Josef Hartwig’s iconic 1923 chess set (Figure 105), into the 
Design Committee Japan collection. By drawing on both modernism and his traditional 
culture, Hara is crafting a new kind of ‘soft modernism,’ employing the strongest attributes of 
both worlds. In Wa: The Essence of Japanese Design, Hara is more celebratory of Western 
modernism, contrasting its minimalism with that of Japanese culture by attributing 
‘simplicity’ to the former and his notion of ‘emptiness’ to the latter. He writes that “the 
concept of ‘simplicity’ began with European modernism” as the world “came into being out of 
complexity.”  He attributes the “gorgeous decorations” in design in both the East and West at 281
the dawn of civilisation when sole rulers governed and these designs symbolised power.  282
However, at the dawn of modern society, eras when royalty and titled nobility no longer ruled 
over citizens,“the relationship between objects and people underwent a revolutionary 
change.”  Freedom in people’s lives brought about a “change in the way [people] thought 283
about art, ideology, literature, artefacts and clothing” and “the idea of a necessary review of 
the relationship between functionality, materials and form through the perspective of 
rationality came into being.”   284
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Hara attributes the birth of the concept of simplicity in the West to the first World Exposition 
held in London in 1851 and the creation of the Bauhaus in 1909 as well as the founding of 
Domus in 1928 in Milan by the architect Giò Ponti, where “a concept of simplicity that pivoted 
on rationality began to penetrate world culture.”  Hara concludes by stating that 285
subsequently, “Western modernism has made unfathomable contributions to modern 
civilization, which we continue to learn from today.”  To corroborate some of what Hara has 286
written, Jasper Morrison has reflected that his interest in design was born out of a visit to his 
uncle’s home, where he encountered the work of Rams as well as other modernist and Danish 
furniture. Ram’s aesthetic of lightness and simplicity contrasted greatly with what Morrison 
considered the highly lavish and ornamental design aesthetic associated with the English 
middle and upper-classes.  287
As the practice of Zen Buddhism has increasingly grown in contemporary culture, the extent 
to which this influence has spread to the practice of artists and designers should be measured 
by how their work embodies not only an aesthetic of simplicity but the principles of Zen 
Buddhist practice as well. I’ve referenced the industrial designer Marc Newson as a colleague 
of Hara within a context I’ve defined in this thesis of artists and designers who share an 
influence, or are part of a lineage, that can be traced explicitly to Zen Buddhism. I reference 
him again now more specifically to exemplify that although he belongs within this lineage, he 
is, like many other designers also within this lineage, someone who does not practice Zen 
Buddhism or display the influence of its principles explicitly within his work. Within the 
lineage I am defining, I consider them on a spectrum of influence of Zen Buddhism and 
Newson—like Steve Jobs and Jonathan Ive of Apple—represents a figure to the far right of this 
spectrum, where if there’s any influence of Zen Buddhism it is—beyond aesthetics—largely 
residual, unconscious or incomplete. Furthermore, a piece of Newson’s work was included in 
an exhibition by Jasper Morrison and Naoto Fukasawa (Figure 106) and Newson has been a 
colleague of Morrison for a number of years.  Newson has also gone on to work at Apple in a 288
collaborative role with Jonathan Ive in the creation of the Apple Watch (2014), which 
represents a move for the company into the world of luxury fashion and ‘fast fashion’ and 
another disjunct between the aesthetics and philosophy of simplicity.  
Silberman references a notion of emptiness in the consumer electronics of Apple products, 
comparing its design to the Buddhist concept śūnyatā. This is opposed to Hara’s notion, who 
situates his theory of emptiness in the context of Shintoism, the native religion of Japan that 
later merged with Zen Buddhism. Hara writes that the religion, “worships the ‘eight million 
gods’ within nature, but if we look at it from a diﬀerent angle, we can understand it as a 
technique of communication, an imaginative power that invites wandering gods from 
everywhere.”  He contextualises this theory by referring to Shinto architecture and its basic 289
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principle “to embrace emptiness”.  Because the spaces are designed to be empty, “there is 290
always the possibility that something may enter it” and “this ‘may’ is crucial too as it can be 
seen as the essence of Shinto, the thing that activates people’s minds and leads them to 
prayer.”  The central empty space of a Shinto shrine (e.g. the Ise Grand Shrine, Figure 107) is 291
known as yashiro, literally meaning shiro (‘white’) with a roof and because “the basic principle 
of the yashiro is its emptiness, it functions as a vessel to receive people’s thoughts and 
wishes”.  The Shinto shrine “serves to link humans and gods, fulfilling its role by 292
maintaining emptiness.”  At the same time, “people seek peace through emptying their 293
minds there, in anticipation of a god’s possible visit.” For Hara, this represents emptiness as 
limitless potential.  294
The concept of emptiness that Hara explores is indebted to the Buddhist meaning of the word 
emptiness. This is not an emptiness in a nihilistic sense. Rather, it is an emptiness of the 
construct of self. In art and design, the notion of self-expression and self-consciousness are 
rarely challenged, and in many ways they are celebrated. There is nothing wrong with 
individualism, and it brings many virtues within contemporary Western culture, such as the 
ability to think freely. However, there is a negative side to individualism, and that is the 
tendency to believe in and act out of our self-centred constructs. These artists and designers I 
have cited challenge the notion of individualism through a practice of removing their 
construct of self (which can manifest conceptually or aesthetically) from their work, allowing 
an emptiness to occur that is accommodating for all. This emptiness often equates to an 
aesthetic of simplicity, for removing or restraining one’s identity from the work is often a 
practice of reduction. This emptiness can also be equated with a quality that Soetsu Yanagi 
calls ‘freedom,’ “which refers to the absence of that impediment or restriction arising from 
relativity.” By ‘relativity,’ Yanagi is here referring to the notion of dualistic thinking—often the 
dualistic distinction between self and other. 
Emptiness is a key concept within art and design pertaining to traditional Japanese culture. 
Hara provides many examples of this, but his primary example is Hasegawa Tōhaku’s iconic 
painting (“one of Japan’s most celebrated art works”) of pine trees from the sixteenth century, 
Shōrin-zu byōbu (Figure 108), as an example of not only a conceptual emptiness, or emptiness 
of self, but also how this philosophy of emptiness can manifest in an aesthetic or material 
emptiness. According to Hara, Shōrin-zu byōbu, “inherited the legacy of the Southern Sung 
ink painting tradition, the quintessence of Chinese fine art,” and is comparable to that of the 
European Renaissance.  Sung painting is classified into two styles: the Northern Sung and 295
the Southern Sung. Hara writes, “Unlike the detailed descriptions of nature found in Northern 
Sung painting, the Southern Sung style delineates the boundlessness of empty space by 
blending the ‘subtle’ and the ‘faint’ while avoiding portrayal of structural forms in any detail” 
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and “[t]he technique of using emptiness to set the image free on paper was the crowning 
achievement of Southern Sung paintings.”     296
The aesthetic of emptiness employed by artists in traditional Japanese culture has historical 
precedence in work of artists from the Song Dynasty (960–1279) during the Southern Song 
(1127-1279). Tohaku’s painting, for example, can be compared to the work of Mokkei (Mu Qi, 
1210–1269), a Southern Song painter, for the way that the painting, demonstrative of empty 
space and emptiness, provocatively “conveys the lively image of the trees by intentionally 
avoiding detailed description, an approach that activates the imagination of its viewers.”  297
Hara claims that it is the painting’s very “roughness” and omission of details that awaken our 
senses.  Hara observes that Shōrin-zu byōbu emphasises the negative spaces between the 298
trees rather than the subject of trees. He suggests that perhaps the painting is best 
characterised by the “painstaking execution of the misty atmosphere.”  To Hara, the pines 299
look “indistinct” and are “fused into the depth of whiteness.”  The empty space also suggests 300
to Hara the innumerable trees that might exist beyond the painted surface.  Hara also 301
perceives a subtle movement in the dense atmosphere that shapes the artwork, which enables 
the senses of a viewer to drift in that space.  Hara concludes his analysis of the painting by 302
asserting that its important feature is the way its mists evoke the “boundless, floating world of 
the imagination.”  303
Tohaku’s Shōrin-zu byōbu is a prototypical artwork that characterises the aesthetic taste of 
traditional Japanese culture.  In particular, it helped to establish the foundation of Japanese 304
aesthetics on the basis of the representation or expression of emptiness.  Hara claims that 305
Japanese culture holds this in high regard and that it has “helped them develop an 
imaginative capability that moves far beyond natural descriptive details.”  Hara also 306
references the Edo-period manual The Collection of Painting Techniques, which instructs that 
white paper can be satisfying when incorporated as part of a larger pattern.  Hara makes the 307
assertion that an unpainted space should not be seen as an “information-free area” but that it 
instead facilitates significant communication between the artwork and the viewer.   308
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One of the possibilities of emptiness is that it can be employed as a communication method 
that expresses ultimate simplicity, facilitating an image or meaning. Hara explores this 
concept within the context of the ritualised tea ceremony of chanoyu, referencing influential 
tea master Sen-no-Rikyu (1522–1591). Sen-no-Rikyu pushed the space as well as the utensils 
and manner of the tea ceremony as it existed at that point to an extreme: to “profound 
simplicity and silence.”  Commenting on the tea utensils that Sen-no-Rikyu designed (see 309
Figure 109 for an example), Hara says that they are “astonishingly simple to our eyes” and that 
he favoured an extremely small space for his tea ceremony “with no theatrical or dramatic 
ornamentation,” favouring “the kind of space that looked as if it had been constructed hastily, 
in a natural spot, to welcome his guest.”  This space was only big enough for Sen-no-Rikyu 310
(the master) and his guest to sit facing each other. Hara writes that a tearoom is “a small 
theatre” without pretentious fixtures and its main features are a picture scroll and an 
arrangement of flowers.  In this space, the tea ceremony takes place, beginning with the 311
boiling of water by the tea master, who subsequently serves tea to their guest. They then drink 
their tea. And this is all.  Because of the simplicity that is established through the ceremony, 312
“a whisper of production” has potential to generate the greatest image in the mind of the 
guest.  Hara uses the example of displaying a flat vase full of water, the master then spreads 313
cherry blossom petals on top in order to “place the guest under a cherry tree in full bloom.”  314
However, a slight change can cause the space to transform into a turbulent seashore.  Sen-315
no-Rikyu is praised by Hara for having created “superb performances” that invoked “dazzling 
images in his guests’ minds,” which eventually attracted powerful political figures to his 
work.  Hara attributes Sen-no-Rikyu for developing tea ceremony into a well-defined artistic 316
milieu against the backdrop of an era of war.  317
The discovery of Hara’s writing was a real joy to me because it provided a new perspective on 
minimalism. People would often categorise my work in the context of Western minimalism, 
and whilst aesthetically I could (and can still) see a similarity or common ground, at the time I 
didn’t identify my work in this context on the basis of its philosophies or theories. However, in 
with Hara’s theory on emptiness, it thus provided me with an alternative perspective on 
minimalism, one that I can identify with. This alternative perspective provides a context and 
understanding of the contemporary artists and designers—from Hara himself through to 
Fukasawa and Morrison and to a lesser to extent Apple and Marc Newson—whose work can be 
explicitly traced to the traditions and philosophies of traditional Japanese culture. It is within 
this historical lineage that I place these artists, and would predominately like my own work to 
be seen. Having said this, the relationship between East and West has, from early modernism, 
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increasingly converged. Early modernists in the West as well as designers in the East have 
historically come together through exchange on the basis of discovering common ground, not 
the result of one context influencing the other. Thus, it would be incorrect to think of Hara’s 
theory as ‘Japanese’ as it is applied in a global context. However, this theory of ‘emptiness’ is 
largely absent in the West in the discussion of aesthetics of simplicity. This paper attempts to 
counter this by emphasising the new perspective Hara is proposing, and expanding upon this 
with the experiences of my own Zen Buddhist practice. By doing so, I thus provide a link 
between Hara as a contemporary theorist who exists in a lineage that connects him explicitly 
to Zen Buddhism.  
Emptiness is also a foundational Buddhist concept and I would like to clarify that Hara’s use 
of the word ‘emptiness,’ as in the theories we have explored in this chapter, has been employed 
unaware of its Buddhist connotations. 
When I spoke with Dawson, I read to him an excerpt from Designing Design, asking him for his 
perspective on both Hara’s theory of emptiness, and the concept of emptiness from a 
Buddhist perspective, particularly in terms of how it is represented in an artistic context. 
Dawson responded by first asserting that the concept of ‘emptiness’ originated in 
Buddhism.  Furthermore, it is one of the central teachings of Buddhism, and can be seen in 318
one of its main texts known as the Heart Sutra, where it is emphasised that form is emptiness, 
emptiness is form and diﬀerent variations of this notion.  According to Dawson, “when 319
Buddhists talk about emptiness, they’re not talking about a blank space, because emptiness is 
form.”  Dawson pointed to the table between us and the reproduction of Turner paintings in 320
his oﬃce, saying that both of these things are empty, yet they take the form of a table or a 
painting.  Pressing him to further define ‘emptiness,’ Dawson answered by saying that 321
‘emptiness’ in a Buddhist context means that “nothing has separate substantiality, everything 
is transient and changing all the time, and everything is made up of everything else.”  Using 322
our sense of self as an example, Dawson asserted that the self is made up of non-self elements 
and that no separate entity can be found in the construction of self.  Citing the Vietnamese 323
Zen teacher Thich Nhat Hanh, Dawson concluded by defining emptiness as the illusion of 
separate self.  From Dawson’s perspective, the reason one takes up Zen Buddhist practice is 324
to gain insight into the fact that emptiness pervades everything, including the construction of 
self, and that ultimately it is this insight that allows us to break through self-centredness.  325
Speaking to how the philosophy of emptiness influences art, Dawson said that it is in creating 
art “where there’s lots of empty spaces. Like the empty room with just one aesthetic piece, like 
a vase of flowers or the paintings that have a lot of vast space and then a form in it. That’s the 
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aesthetic way of actually presenting emptiness and for people to get an experience of the 
empty nature of life, really, rather than just being caught up in form all the time.”  Or from a 326
musical point of view: “It’s to see the silence between the notes, and realise the silence 
between the notes actually makes up the music, not just the notes themselves. So, a lot of 
Japanese art directs our attention to the emptiness and not necessarily the form that we’re 
always absorbed in.”  327
When I asked Dawson about Hara’s theory of emptiness, in particular Hara’s proposition that 
conceptual emptiness is valuable because it facilitates a place for our imagination, Dawson 
quickly disagreed. I asked Dawson if he saw any deeper value in art and design that’s created 
free from conceptual thought and which restrains self-centredness. Dawson responded that, 
from a Zen Buddhist perspective, emptiness isn’t about the ability to project our own 
interpretation, but rather that it is designed to evoke spaciousness of mind.  To elaborate on 328
the concept of ‘spaciousness of mind,’ Dawson outlined that it is something that can be 
experienced through meditation practice.  By slowing down the mind, you begin to stop 329
identifying with the transience of thinking and you start to perceive gaps between thoughts, 
which is an empty spaciousness.  Eventually, through this process of slowing down the 330
mind, a sense of emptiness “has a chance to break through” and pervades your conscious 
experience of the world.  I likened this view on the potentiality of emptiness to a popular 331
image in a Leonard Cohen song: “There’s a crack in everything / That’s how the light gets 
through.”  332
Throughout this chapter, I have looked at Hara’s theory of ‘conceptual emptiness’, which he 
presents in the context of traditional Japanese culture and Shintoism. I have correlated this 
theory with the Buddhist notion of ‘suchness’ that is an essential aspect of my creative work. I 
examined key diﬀerences as to the potential and value of emptiness, contrasting Hara’s claim 
that emptiness aﬀords multiplicity of interpretation with the Zen Buddhist proposition that 
emptiness enables the simplicity of spaciousness of mind. Whilst I acknowledge the influence 
of Hara’s theory on my practice, I have become critical of emptiness as a vehicle only for 
thought and have come to identify more closely with the Zen Buddhist notion of the term. I 
counter Hara’s arguments about emptiness by emphasising that the aesthetic representation 
of emptiness in art and design that is evidenced in traditional Japanese culture is an 
embodiment of Zen Buddhist philosophy. I conclude that there is an omission of the historical 
relationship between traditional Japanese culture and Zen Buddhism in Hara’s theory of 
emptiness. I also become critical of an aesthetic of emptiness that is removed from Zen 
Buddhist practice, specifically in the example of Jobs and Ive. I have examined how the 
aesthetic of emptiness was adopted by these designers in their work for Apple, whilst other 
aspects of Zen Buddhism, including ethics of non-harming, were neglected. As a result, I 
 Dawson, Geoﬀrey, 29 October, 2015, op. cit.326
 Ibid.327
 Ibid.328
 Ibid.329
 Ibid.330
 Ibid.331
 Cohen, Leonard, ‘Anthem’ from The Future (New York City: Columbia, 1992)332
– –198
 
make a claim that Jobs and Ive embody the use of mindfulness outside of the context of Zen 
Buddhism, for self-centred purposes. I conclude this discussion by reiterating a notion 
explored throughout this thesis about how aesthetics of simplicity need to mirror not only 
mindfulness, but also insight and ethics, which together must be integrated in Zen Buddhist 
practice. Furthermore, this chapter serves to emphasise emptiness as an alternative 
perspective on aesthetics and philosophies of simplicity that are evidenced in contemporary 
design. I have done this for two purposes, firstly to situate myself  and the concerns of my 
work within the context of contemporary design as opposed to the more obvious field of non-
objective and minimal art. Secondly, and perhaps more importantly, it is to emphasise an 
alternate concept of simplicity into the field of Western art, to challenge the current paradigm 
of minimalism. I am indebted to Hara’s theory of emptiness, yet throughout this chapter I 
have challenged this theory, aiming to expand upon it with the experiences and 
understanding of my own Zen Buddhist practice. By doing so, I have thus linked Hara, as a 
contemporary theorist, with a lineage that connects him explicitly to Zen Buddhism.  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 Figure 100. Kenya Hara, illustration from Wa: The Essence of Japanese Design (2014), p. 12, 11 x 11 cm  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Figure 101. Japanese National Flag 
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 Figure 102. Kenya Hara & Tamotsu Fujii, MUJI “Horizon” Campaign (2003), poster, newspaper advertisement, 
dimensions variable  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 Figure 103. Ludwig Mies van der Rohe and Lilly Reich, Barcelona Chair (1929), stainless-steel bars and leather 
upholstery, 78.7 x 74.6 x 76.2 cm  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 Figure 104. Dieter Rams & Hans Gugelot, radio-phonograph (model SK 4/10) (1956), painted metal, wood and 
plastic, 24.1 x 58.4 x 29.2 cm 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 Figure 105. Josef Hartwig, chess set (1924), pear wood, natural and stained black, dimensions variable  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 Figure 106. Marc Newson, Stavros (1997), stainless steel, thermoplastic, 14.5 x 4.9 x 1 cm  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 Figure 107. Ise Grand Shrine, Ise, Mie, Japan  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 Figure 108. Hasegawa Tōhaku’s, Shōrin-zu byōbu (Pine Trees) (Momoyama period, late 16th century), two 
six-panel screens, ink on paper, 156.8 x 356.0 cm  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 Figure 109. Sen-no-Rikyū, Terajimairu (person’s name) (ca. 16th Century), bamboo, 18 x1 x 2 cm  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CHAPTER 15. WHEN THE WHOLE WORLD IS SHIFTING 
Of all of the colours that I employed in the Four Monochromes installation, I fell most deeply 
for pink. This lead to several further projects in this colour over the course of my study, 
including the aforementioned Acoustic Listening Device and Rose Coloured Glasses, a 
performance-cum-installation titled The Arrangement, the artist books Passage and Becoming, 
and the digital media print Good and Evil. Why did I fall for pink? Perhaps one could say that I 
resonated with it intuitively for the emotional qualities it provoked in me, these being 
softness, cuteness, gentleness, femininity and homosexuality. (I also find that these qualities 
have as much to do with the kind of objects I find myself working with as their colour.) The last 
two qualities, that of femininity (or being eﬀeminate) and homosexuality, are linked to the 
identity of my own sexuality and I find this interesting considering that the childlike nature of 
many of my projects are perhaps pre- or non-sexual. There is also the notion that an interest in 
what is cute and feminine as a child can be quite diﬀerent to an interest in these qualities as 
an adult, particularly for men. But perhaps these interests, and our need for play, are 
diminished through social and cultural conditioning and a change in perspective—and our 
ideas about who we should be—as we transition from childhood into adulthood. Ultimately, I 
wouldn’t reduce my work in pink to my sexuality; rather, I believe it is more accurate to say 
that it signifies a move towards work in which I am more personally invested, and to invest 
myself in my work is to include all parts of myself, including my sexuality.  333
In Four Monochromes, I made a conscious decision not to install the colours blue and pink 
directly next to each other in the sequence of the installation, which progresses from pink, to 
yellow to blue to green. This was a purposeful separation as I did not want the colours in my 
work to be read in gendered terms. I also wanted to avoid similarities between my work and 
JeongMee Yoon’s photographic series The Pink and Blue Project (Figures 110-111). Yoon has 
been photographing children’s toys in diﬀerent cultures and ethnic groups since 2005, 
“probing into gender identity as a socialized construct” and finding that “girls’ preference for 
pink and boys’ for blue was universal and widespread, powered by pervasive advertising and 
media messaging intentionally targeting each gender of children with the respective color.”  334
I very much like Yoon’s work, but Four Monochromes was not intended as social commentary.  
It is interesting to note, in response to Yoon’s work and her observation of gender identity in 
contemporary culture, that blue and pink were not originally assigned as boy and girl colours. 
In an article ‘Was pink originally the color for boys and blue for girls?’ by Cecil Adams, pink 
and blue were said to be largely gender-neutral colours during the early nineteenth century, 
during a time when boys and girls also wore similar clothing because, as Adams writes, 
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“distinguishing boys from girls was less important than distinguishing kids from adults.”  In 335
fact it was not until the 1890s when fashion for boys and girls began to diverge, with Jo 
Paoletti of the University of Maryland observing a “rapid ‘masculinization’ of boys’ wear, for 
reasons that remain obscure” between 1890 and 1920 and that “as part of this diﬀerentiation, 
there seems to have been an eﬀort to establish characteristic colors for girls and boys.”  Still, 336
“it took decades to develop a consensus on what those colors were” and a 1905 Times article 
and Parents Magazine in 1939 were still claiming that pink was the colour for boys, and blue 
the colour of girls.   337
Why pink for boys? Adams writes that “some argued that pink was a close relative of red, 
which was seen as a fiery, manly color” whereas others “traced the association of blue with 
girls to the frequent depiction of the Virgin Mary in blue.”  However, Adams refutes the idea 338
of a consensus ever being reached as to the gender specificity of these two colours and that 
they were used interchangeably up until World War Two. Adams writes that “examples of pink 
as a mark of the feminine aren’t hard to come by” with “one of the cruder being the use of a 
pink triangle to identify homosexuals in Nazi prison camps.”  However, after the war ended, 339
the “tide shifted permanently in favor of blue as a boy’s color” with the examples of royal-
watchers reporting on Princess Elizabeth in 1948, who set up a temporary nursery in 
Buckingham Palace that was “gaily trimmed with blue satin bows” in expectation of a baby 
boy, and by 1959, an infant clothing buyer for one department store told the Times that “a 
mother will allow her girl to wear blue, but daddy will never permit his son to wear pink.”   340
And why pink for girls? Adams writes that the reasons for pink for girls are less clear, saying 
“nobody really knows.”  Some believe, like Professor Paoletti, that the choice was largely 341
arbitrary, whilst others cite “innate biological tendencies.”  Apparently, research on colour 342
preference in monkeys has shown that “females prefer warmer colors like pink and red—
supposedly an infant primate’s pink face brings out its mother’s nurturing instincts.”  343
Elsewhere, “a color preference study of Caucasian and Chinese men and women showed both 
Caucasian and Chinese women strongly preferred red and pink, while Caucasian men strongly 
preferred blue and green.”  And yet, “the Chinese men showed a broader range, with many 344
picking red and pink — possibly because in China red is considered lucky.”  Adams 345
 Adams, Cecil, ‘Was pink originally the color for boys and blue for girls?,’ Straight Dope (December 19th, 2008). Last accessed 335
online on June 3, 2015 at: http://www.straightdope.com/columns/read/2831/was-pink-originally-the-color-for-boys-and-blue-for-
girls
 Ibid.336
 Ibid.337
 Ibid.338
 Ibid.339
 Ibid.340
 Ibid.341
 Ibid.342
 Ibid.343
 Ibid.344
 Ibid.345
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concludes by saying that “the biology argument is pretty weak” in his admission that whilst 
his own favourite colour is blue, “it’s entirely possible I say that because I was always told I 
should.”  346
The ambiguity is, are these adjectives (‘soft,’ ‘cute,’ ‘feminine,’ ‘gentle’ and ‘gay’) learnt or 
innate? My experience has been that the innate and the learnt are inseparable and that to 
propose they are mutually exclusive is an artificial binary. Of interest to this study is Adams’ 
observation of the emptiness of cultural symbolism, in particular that symbolism and 
associations are never fixed or permanently attached to a thing like a colour, but that it 
changes over time and can diﬀer according to its cultural context. This is my ultimate aim 
when I work with colour, to arrive at a place beyond theoretical associations and to be able to 
work with and experience colour directly. I assert that it is possible to experience colour 
unmediated by anything that might construct the idea of colour. 
In contrast to Four Monochromes, in The Arrangement (Figures 112-125) I made a conscious 
decision to employ pink and blue in the installation, both in an awareness of, and as a 
challenge to, its cultural and social symbolism. The Arrangement was made over a very short 
time, but it was based on an idea for a work that I had thought about over a number of years. 
The Arrangement was a performance and installation and featured in an exhibition of 
emerging artists at M. Contemporary. I expanded upon the ideas I worked on in Four 
Monochrome and Red Monochrome into the medium of performance, a medium that embodies 
impermanence and displays more clearly the processes of organising and simplification that I 
take in my work. The work’s title operates as both verb and noun, and refers to the both the 
performance of separating a volume of mixed-coloured bubblegum into their single colours 
over the course of an hour, and its result: a pink and blue installation. With these materials 
and through the process of the work, The Arrangement was intended to evoke the innocence 
and simplicity of play and childhood. 
There is a synergy between my work and the fields of both generative and aleatoric art. This is 
evident in The Arrangement, where a generative system is established that is played out over 
the duration of the performance through the medium of my ‘self.’ Because the system that is 
established invites chance, the aleatoric nature of my work is evident in the randomness of 
what happens in real time that is beyond my initial control. Furthermore, the aleatoric nature 
of the work was pointedly evident in an event that occurred during the performance on the 
opening night (which was itself quite chaotic). An attendee moved one of the pieces of 
bubblegum from the pink side to the blue side. I ignored this and was hoping they would leave 
the space and then I would move it back, but before I had the chance to do so, a small girl 
came up and started complaining to me that one of the pieces was on the wrong side. Visibly 
annoyed, she decided to correct this mistake herself and move the piece of pink bubblegum to 
its correct table. I enjoyed this little intervention as it seemed to me that the work corrected 
itself in a way that was beyond my own doing.  
 Cecil, Adams, op. cit.346
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I began this project with an interest in working with aesthetic dualities or opposites.  347
Originally, I wanted to work in black and white, but M. Contemporary wanted me to work in 
colour as my work was installed in the shopfront window space of the gallery, and they 
thought that something colourful would attract visitors. Another idea I had was to separate 
oranges and apples, but this didn’t work for me aesthetically and I have been attracted to the 
materiality of confectionary for some time now (such as in a previous collaborative work from 
2011 titled Take). Pink and blue were chosen because they suggest gendered opposites and 
appropriate to the context and the materiality of this work, which is childlike, and so the work 
could be read as separating a ‘boy’ colour from a ‘girl’ colour. Is the intention of work about 
separation? No, rather it’s about showing that two components, considered opposites, are part 
of a larger whole in the way the symbol of the yin-yang is conceived, for instance.  
Two working titles for this project convey this intention. The first was Purple, implying an 
unseen combination of these two colours and indirectly referencing queer culture. This would 
later become the subject of a work, the artist book Becoming, in which its pages gradually 
transition from blue to pink; the centrefold of the book—the place between the masculinity of 
blue and the femininity of pink—represents the sexual ambiguity and ‘queerness’ of purple. 
Another working title was Androgynous, the combination of male and female characteristics, 
which resonated with my frustrations about not wanting to be defined by gender binaries and 
constructions of sexuality.  
Why did I decide not to use the working titles for the title of this project? I think the colours 
themselves make these concerns explicit without me having to overtly announce them. I 
didn’t want to restrict the reading of this work to these themes, but rather retain an ambiguity 
that would enable its meaning to resonate within a wider context. The title that I ultimately 
chose simply directs the attention to the process and resulting installation of the work. In this 
way, the meaning of the work remains open.  
With these projects I am not interested in constructing a meaning for colour, but neither do I 
intend to deny meanings that might already be associated with colour. Rather I am interested 
in working with a ‘found symbolism,’  both of colours and forms, and presenting it just as it 348
is. This is especially evident in my digital media print Good and Evil (2015) (Figure 126), a 
simple work that contains two pink triangles, one pointing down and one pointing up. The 
first triangle, the ‘good,’ is a symbol of gay pride, but the second triangle, the ‘evil’ was 
historically used in the Nazi regime to stigmatise gay people. The triangle used by the Nazi 
regime was inverted in gay culture to give it a new meaning. When I made this work I was 
fascinated by the way in which a simple geometric shape could change its meaning so vastly 
based on its orientation. 
 Especially explicit in the works Good & Evil and Twin, this is an artistic strategy that defines and characterises my practice 347
and is further explored in the subsequent two chapters.
 ‘Found symbolism’ is a play on the term ‘found object.’ Instead of referring to working with pre-existing objects, it refers to the 348
use (or presentation) of pre-existing symbolism that is attached to an object. This is evidenced in the example of The 
Arrangement in the use of the colours pink and blue, which have strong have cultural symbolism, especially when they are 
paired together. In the artwork, this cultural symbolism is left ‘as is’ in much the same way that a physical object would not be 
altered if used as a ‘found object.’
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The transience in the meaning that symbols convey is reminiscent of a scene in the children’s 
book All the Wrong Questions: Shouldn’t You Be in School? by Lemony Snicket, when the 
protagonist speaks out against the notion of his friend getting a tattoo like his one. He says, “It 
is unwise to make something permanent when the whole world is shifting. There may be a 
time when this symbol means something treacherous and terrible, rather than something 
noble and literate.”  Conversely, Good and Evil displays how the ‘treacherous and terrible’ 349
symbol of a pink triangle has been inverted into something ‘noble and literate’ by and for the 
gay community. Rather than denying the existence of meaning and symbolism—or claiming 
that because meaning and symbolism is transient by nature it is meaningless—the works 
discussed in this chapter (and my body of work at large) demonstrate what is simply conveyed 
in the two triangles of Good and Evil as the emptiness—or transience—of meaning and 
symbolism.  This work demonstrates that colour doesn’t have an inherent meaning. This is 350
because the meaning of colour is constructed through cultural histories and personal 
experience, which are inevitably impermanent. 
 Snicket, Lemony, All the Wrong Questions: Shouldn’t You Be in School? (Toronto: HarperCollins Canada, 2014), Amazon Kindle 349
edition, location 1444 of 2226
 A much less subtle—yet perhaps more striking—take on Good and Evil could be the placement of the Nazi swastika next to the 350
Buddhist iconography from which it was appropriated.
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 Figure 110. JeongMee Yoon, Seohyun and Her Pink Things (from The Pink and Blue Project) (2007), light jet print,
122 x 122 cm 
– –215
 Figure 111. JeongMee Yoon, Kihun and His Blue Things (from The Pink and Blue Project) (2007), light jet print,122 x 
122 cm 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 Figure 112. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable 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 Figure 113. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 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 Figure 114. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 
– –219
 Figure 115. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, performance detail 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 Figure 116. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, performance detail 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 Figure 117. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, performance detail 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 Figure 118. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, performance detail 
– –223
 Figure 119. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, performance detail 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 Figure 120. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, 
dimensions variable, performance detail 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 Figure 121. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 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 Figure 122. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 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 Figure 123. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 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 Figure 124. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, 
dimensions variable, installation detail 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 Figure 125. Adrian Clement, The Arrangement (2014), powder-coated steel, acrylic, bubblegum, dimensions 
variable, installation detail 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 Figure 126. Adrian Clement, Good & Evil (2015), inkjet print on archival cotton rag paper, 21 x 29.7 cm  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CHAPTER 16. PUTTING THINGS TOGETHER AND TAKING THEM APART 
Through my practice of Non-Violent Communication, I was introduced to the idea of needs (as 
defined in chapter twelve), and recognised that one of my core needs as an artist is play, and 
the related concepts of inspiration, learning, creativity and humour. This recognition has 
helped me approach my art practice as a form of play; I also chose to use the word ‘play’ to title 
the first of three series of Lego sculptures, two of which I will discuss fully in this chapter (Play 
and Twins) and one which I will also discuss in the context of the Hamish & Rose collaborative 
exhibition White in chapter twenty-five (Ghost). There is a literal meaning in the title Play in 
the sense that the word Lego comes from the Danish phrase ‘leg godt,’ meaning ‘play well,’ as 
well as an indicator to the influence of the Comme des Garçons sub-label ‘Play’ and its 
branding, which is signified by a quirky, personified love-heart. 
Beginning with Play (2014) (Figures 127-132), the process of making these three series of Lego 
sculptures was one of pure fun. The idea for the Play series, which consists of four small 
sculptures, sized 10 x 10 cm, in colour combinations of concentric squares with hollow 
centres, began as an idea to build acrylic sculptures in the motif of concentric squares. This is 
design conceit which I also employ in other works such as Apple Color Emoji and one of the 
Purple and Green Drawings prints (although these were technically concentric rectangles). 
Although I originally intended to have them manufactured in acrylic, it occurred to me that I 
could use Lego to construct them, having played with Lego during my residency in Kandos at 
the home of two of the program’s organisers and their daughter.  
My attraction to the idea of making non-objective art using Lego can be considered as similar 
to the attraction to using emoticons or C64 graphics to build non-objective designs, in the 
sense that I am using ‘found materials’ or ‘found technologies’ and using them—or misusing 
them —in ways not originally intended. I also enjoy the play in contrasting a genre of art that 351
is taken quite seriously with mediums that are not taken seriously or are relegated to the world 
of children and teenagers. I found Lego to be a perfect medium to realise these sculptures and 
I enjoyed the modularity of this project.  352
These sculptures were built with a custom order of Lego pieces for the sculptures, selecting 
and ordering the exact kind and amount of pieces that I wanted to use for my designs. In 
relation to the colour combinations employed in these sculptures, it is worth noting that Apple 
Colour Emoji provided a break in my spate of monochromatic work, and helped bring me back 
in touch with my interest in colour combinations, specifically the interplay of colour, having 
worked monochromatically for many years prior. This was something I explored in Purple and 
Green Drawings, where at the time I was fascinated by the colour combination of purple and 
green. In actuality, my fascination was with magenta and green, which are apparently 
favoured in psychedelia for the way in which the colours can be used in optical illusions. One 
of my interests in this colour combination is that they are exactly opposite colours. I used 
 See: Clement, Adrian, ‘Misuse of Objects,’ Das Platforms (May 18, 2011). Last accessed online on February 15, 2016 at: http://351
dasplatforms.com/writing/misuse-of-objects
 Notable examples of other contemporary artists that have employed Lego as a material for their work include Australian 352
artists Justin Trendall (b. 1957), and Claire Healy and Sean Cordeiro (b. 1971 and 1974), Danish artist Olafur Eliasson (b. 1967) and 
Chinese artist Ai Weiei (b. 1957).
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these in my series of prints of 2011, but I also had the intention to translate these graphics into 
sculptural forms for a solo exhibition the year after. This never eventuated, but I now see Play 
as a direct translation of the concentric rectangle print in the Purple and Green Drawings 
series. Thus, I started making these sculptures knowing I wanted to work with purple and 
green bricks. I chose yellow and blue because I really enjoyed working in this combination in 
both Four Monochromes (yellow and blue were positioned next to each other) and in my 
favourite of the Apple Colour Emoji prints that featured blue whales and yellow chicks. After 
Passage (which I will discuss in chapter nineteen), I wanted to make a sculpture using the 
interplay of pink and white, resulting in the light pink and white combination. And lastly, I’ve 
also worked in the colour combination of red and black in some more prints using the 
Commodore 64 paint application. These colour combinations were very conscious, based on 
previous projects and ideas that I had already worked on. I was also limited to the colours of 
Lego available to order, although this proved to be quite a surprisingly large range of colours.  
How did I become interested in working in concentric squares or rectangles? I’ve been drawn 
to this motif in a lot of diﬀerent contexts over time, such as Frank Stella’s paintings of 
concentric squares (Figure 133) or the tape installations of Jim Lambie (Figure 134). However, 
I’m perhaps most interested in the pattern of stripes, where two colours are paired together in 
an ongoing interplay. I had a lot of diﬃculty naming this project, and was toying with the idea 
of titling it ‘matelot,’ meaning ‘of the sea’ and referring to the striped garments of sailors. 
Perhaps if I had used a colour combination of blue and white I would have titled it in this way, 
and I would have liked to have made a reference to an influence of mine that is beyond the 
context of art. 
A year later I made two more sculptures using Lego, my second of three series for this study, 
titled Twins (2015) (Figures 135-137). This pair of sculptures consisted of 2 x 2 Lego bricks 
stacked on top of each other in alternating colours. The height of each sculpture is 
approximately 96.5 cm. Being so tall, the sculptures needed the support of an internal metal 
rod, which was drilled and installed in the centre of each piece, and were intended to be 
installed in a space as leaning against a wall. The colours I employed in these sculptures are 
firstly red and white, and secondly yellow and black, referencing the characters Wally and 
Odlaw from Where’s Wally?, the children’s book by English illustrator Martin Handford and 
later a televised animation. The work is titled after my childhood friends, identical twins 
Donny and Ronny Huang,   who I have playfully compared to Wally and Odlaw because of 353 354
similarities in their appearance and diﬀerences in their nature.  By appropriating the colours 355
of the Wally and Odlaw characters, I intended to isolate the aesthetic qualities that made the 
 As I explored in my exegesis of Red Monochrome in chapter five, Twins serves as a further example of the way in which I have 353
brought the influence of personal experiences and the everyday into my art practice. In this case, being friends with identical 
twins during my childhood has been a foundational influence on my interest in the juxtaposition of opposites or inversions. 
Furthermore, the pairing of these juxtapositions is a strategy that can be observed throughout my practice and in this way these 
pairs can be thought of as ‘twins.’ These juxtapositions also emphasise the modularity of my practice. Borrowing terms used in 
music, the second part of the pair can be thought of as a ‘remix’ or a variation (as in ‘theme and variation’).
 In addition to the fact that their Anglicised names rhyme and diﬀer only by their first letter, Donny & Ronny Huang’s original 354
Chinese names translate to ‘summer’ and ‘winter,’ seasonal inversions that further play to the idea of the juxtaposition of 
opposites.
 Including Ronny’s darkly tinted glasses striking a resemblance with those of Odlaw.355
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characters so recognisable in the illustrations—the colour and pattern of their striped 
sweaters—thus reducing them to formal aesthetic qualities. 
And as with much of my other work, I was also interested in exploring the duality between 
these two characters, whose natures and clothing are juxtaposed: Wally is the ‘good’ character 
and Odlaw is the ‘bad’ or ‘evil’ character, essentially Wally’s nemesis; whilst their clothing is 
juxtaposed not only by their striped tops, where, for instance, Wally has white stripes and 
Odlaw has black stripes, but also Wally’s opaque glasses and Odlaw’s darkly tinted blue glasses 
and Odlaw’s black moustache. It’s worth noting, too, that the United States version of Where’s 
Wally? localised Wally’s name to Waldo, and that in these versions it is easier to see that Odlaw 
is actually a reverse of the name Waldo, similar to how the Nintendo character Wario, who is 
Mario’s antagonist, is actually ‘Mario’ with an inverted ‘m.’  
My final series of sculptures in Lego for this study is titled Ghost (2015) (Figures 138-139) and 
further encapsulates the qualities of modularity and transfiguration, which are characteristic 
of not only this kind of work, but in my practice at large. This includes the Purple and Green 
Drawings and the Apple Color Emoji series in which certain patterns are repeated, 
reconfigured and reconstructed, and similar patterns or templates are employed, and the 
works are constructed within pre-existing limitations, that being the computer software.  
Ghost consists of a pair of sculptures each sized approximately 23.5 x 5 x 3 cm. Both structures 
are four-sided rectangular prisms and with hollowed centres which are open at their top and 
bottom.  The first of the two structures has been created using white Lego pieces, whereas 356
the second is identical to the first except for the fact that it is constructed using transparent 
Lego pieces. The title refers to the aesthetic qualities of the work, both the use of the colour 
white in the first structure and the transparency of the second structure which mimics the 
first as its shadow or replica—or its ghost. 
The idea of a ‘ghost’ structure also references aspects of Shinto ritual and its link to emptiness 
that Hara explores in White, in particular the reconstruction of the Ise Grand Shrine, which is 
“completely rebuilt once every twenty years, a process called shikinen zotai, or zotai for 
short.”  In this tradition, “Each successive structure is erected next to the previously 357
established building, so that two buildings, one old and one new, stand side by side every 
twenty years.”  Furthermore, “more than a thousand pieces of ritual implements are 358
replaced with entirely new ones, and these objects find their places in the new building. Thus, 
the old building is terminated through a process of deconstruction.”  Hara writes that both 359
the blueprint of the shrine changes every twenty years during the rebuilding process and that 
the construction methods are handed down by succeeding generations of shrine carpenters. 
The rebuilding of the Ise shrine “is a ritual of rebirth that brings form to chaos, then pulls it 
back again as through a device we could all the transmission of techniques”  and “through 360
 Although you need to look at them from the top in order to see this.356
 Hara, Kenya, op. cit., White, p. 42357
 Ibid., p. 43358
 Ibid.359
 Ibid.360
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this process, the already ‘familiar’ object is purified and transformed into a new ‘unknown’ 
entity.”  361
Originally titled Equivalent I & II as a reference to Carl Andre’s sculptures of firebricks (Figure 
140), which consist of the exact same amount of materials arranged in diﬀerent forms, Ghost 
consists of two equivalent structures that have been modified and reconfigured on the basis of 
colour and transparency. The modularity, reconfiguration and repetition of this work can be 
compared to the ritual of rebuilding the Ise shrine and reminds me of a question that touched 
me as a child when I played a game (I can no longer recall its name) which was similar to 
Trivial Pursuit. The question asks how much the earth would weigh if you were to construct a 
two-tonne structure. The answer is that the earth would weigh the same as the earth weighed 
before the construction, because its materiality must be derived from the earth itself. 
Although I am not sure about the accuracy of the answer, considering the possibility that 
matter changes its weight when it goes through material transformation, I still enjoy it as a 
metaphor that points to how, in the oneness of our lives, matter can only come from within; 
there is no ‘outside’ or ‘other.’ 
The connection between Ghost and the ritual of rebuilding the Ise Grand Shrine is evidenced 
in my use of a material that is inherently about both construction and deconstruction. The 
appeal of Lego, I believe, is its modularity, and the creative process that its design aﬀords 
involves both putting things together and taking things apart. Lego is a toy that one derives 
enjoyment from because its structures are impermanent and encourage renewal. Whereas my 
previous sculptures in Lego embody reconfiguration and modularity, Ghost more explicitly 
explores notions of emptiness and deconstruction. In my three series of Lego sculptures, the 
materiality of Lego can be seen—and has been approached—like that of the Tibetan Buddhist 
mandala and celebrates the impermanence of our materiality. 
To summarise, Lego represents a materiality of renewal in its aﬀordance of both construction 
and reconstruction, and thus its use within the context of art explicitly demonstrates 
emptiness, transience and impermanence. Furthermore, because Lego was originally 
designed as a children’s toy (and it continues to be predominately used in this way today), the 
use of this material re-contextualises the qualities of playfulness, humour and light-
heartedness usually reserved for children into a context where adults are the predominate 
audience. In typical use of Lego as a toy by children, there is an understanding that whatever 
is constructed will eventually return to neutrality and that what’s of importance is the being 
present in the moment of play, before moving on to new creation. By drawing synergy 
between childhood play and themes of emptiness, transience and impermanence, I challenge 
the heaviness that is often associated with Buddhist theory, especially as it is explored 
through ‘adult’ creative expression. I also challenge our immediate impression that Lego is not 
a valid art material because it pertains to an ‘unserious’ activity of childhood. By contrast, I 
assert that the quality of lightness inherent in the material of Lego aligns with Buddhism, 
which emphasises letting go, an act of lightness itself. This is emphasised through the 
juxtaposition of using Lego as a medium of Zen Buddhist art. Ultimately, what this points to is 
that the themes of emptiness, transience and impermanence are not mutually exclusive to 
 Hara, Kenya, op. cit., White, p. 44361
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Buddhism, but rather universal human concerns that we all inevitably come in contact with, 
even as children playing with toys. 
– –236
 Figure 127. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm 
– –237
 Figure 128. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm 
– –238
 Figure 129. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm, detail 
– –239
 Figure 130. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm, detail 
– –240
 Figure 131. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm, detail 
– –241
 Figure 132. Adrian Clement, Play (2014), series of four custom-ordered Lego sculptures, each sized 10 x 10 x 
10 cm, detail 
– –242
 Figure 133. Frank Stella, Grey Scrambled Double Square (1964), synthetic polymer paint on canvas, 175.2 x 
351.2 cm  362
 During a visit to the Art Gallery of New South Wales with Donny and Ronny Huang in April of 2014, I became aware of the 362
similarity in their matching apparel (striped-polo shirts) to a work by Frank Stella (Untitled from 1965, see: https://
www.artgallery.nsw.gov.au/collection/works/184.2017/). Struck by the coincidence of the moment—in a way akin to my 
experience with Ouroboros—I asked Donny and Ronny if they would pose in front of the artwork for the occasion. See: http://
adrianclement.com/woolloomooloo-23-04-2014/
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 Figure 134. Jim Lambie, Zobop (1999, remade on installation), vinyl tape, dimensions variable  
– –244
 Figure 135. Adrian Clement, Twins (2015), series of two custom-ordered Lego sculptures, each sized 96.5 x 
1.5 x 1.5 cm, detail 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 Figure 136. Adrian Clement, Twins (2015), series of two custom-ordered Lego sculptures, each sized 96.5 x 
1.5 x 1.5 cm, detail 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 Figure 137. Adrian Clement, Twins (2015), series of two custom-ordered Lego sculptures, each sized 96.5 x 
1.5 x 1.5 cm, detail 
– –247
 Figure 138. Adrian Clement, Ghost (2015), series of two custom-ordered Lego sculptures, each sized 23.5 x 5 
x 3 cm  
– –248
 Figure 139. Adrian Clement, Ghost (2015), series of two custom-ordered Lego sculptures, each sized 23.5 x 5 
x 3 cm 
– –249
 Figure 140. Carl Andre, Equivalent VIII (1966), firebricks, 12.7 x 68.6 x 229.2 cm 
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CHAPTER 17. FEELINGS REFUSE TO BE CONCEPTUALLY DEALT WITH 
The Zen Buddhist philosopher and writer D.T. Suzuki provides many examples of the aesthetic 
and simplicity of traditional Japanese culture with links to Zen Buddhism. One example is the 
poetry of haiku. In his discussion on this topic, D.T. Suzuki expresses the belief that one needs 
to forfeit their identity of self in order to write a successful piece of verse. I would like to 
preface what D.T. Suzuki means by briefly outlining the historical development of this form of 
poetry in Japan.  
Haiku was traditionally approached as a form of word play and considered a lighthearted 
medium until the mid-seventeenth century. At this time Matsuo Bashō (1644–1694), is 
generally considered to have raised haiku to a more dignified level. By shunning intellectual 
abstractions he was able to present an insight into the reality of things as they are through 
language in its simplest form.  A famous example of a Bashō haiku is as follows: 363
Furu ike ya!  The old pond, ah! 
Kawazu tobikoum, A frog jumps in: 
Mizu no oto  The water’s sound!  364
The following example also by Bashō is a personal favourite of mine which I find to be an 
incredibly poignant observation on being alive in this very moment—free from thoughts 
about the future, and the transience of life: 
Yagate shinu  Of an early death 
Keshiki wa miyezu, Showing no signs, 
Semi no koye  The cicada’s voice.  365
D.T. Suzuki writes that haiku is “the shortest form of poem we can find in literature”, being a 
poem consisting of seventeen syllables “into which have been cast some of the highest 
feelings human beings are capable of.”  The fact that haiku only has a short number of 366
syllables “has nothing to do with the significance of the content.”  Rather, haiku is successful 367
because, “Feelings refuse to be conceptually dealt with” and are “not the product of 
intellection.”  From the perspective of Zen Buddhism and NVC, feelings are seen as physical 368
sensations that are experienced in the body, as opposed to thoughts, and connecting with 
these physical sensations are a point of practice in zazen as a way of coming back to ‘being’ 
and ‘presence.’ In this example, Bashō “gives in his seventeen syllables a significant intuition 
into Reality.”  369
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In his text, D.T. Suzuki quotes R.H. Blyth (1898–1964), who said “A haiku is the expression of a 
temporary enlightenment, in which we see into the life of things.”  It is “to see God in an 370
angel as an angel, to see god in a flea as flea”  and “something which cannot be captured and 371
made to work by means of intellectual analysis or systemization or conscious scheming.”  372
Speaking to the notion that dualistic thinking, and intellectual abstractions in general, 
impede the act of creating a haiku, a great example is captured in the story of Chiyo (1703–
1775), a haiku poetess (sic) of Kaga. Wishing to improve her craft, she called upon a haiku 
master who was travelling through her town. The haiku master gave Chiyo the task of writing a 
poem about the cuckoo (known in Japanese as the ‘hototogisu’), a popular subject in haiku 
poetry because the bird has a beautiful song that can be heard at night when it is often 
impossible to see it. Chiyo struggled with the task, and the haiku master rejected her eﬀorts on 
the basis that every one of her attempts was “merely conceptual and not true to feeling”.  373
Finally, at the peak of her cogitation, Chiyo composed something that the haiku master 
accepted because the poem “truly communicated the author’s genuine feeling about the 
hototogisu and that there was no artificial or intellectually calculated scheme for any kind of 
eﬀect; that is to say there was no “ego” on the part of the author aiming at its own 
glorification.”  Chiyo’s haiku is: 374
 
Hototogisu,  Calling “cuckoo,” “cuckoo,” 
Hototogisu tote, All night long, 
Akenikeri!  Dawn at last!  375
In Zen Buddhism there are stories and kōans of teachers who admonish their students for 
merely copying their words. This is because in doing so, the students have become attached to 
ideas of the way things should be as opposed to responding with presence and aliveness. 
These stories and kōans point to the need for students to go through an internal process in 
which they learn things for themselves through their own experience rather than simply 
latching onto and adopting ideas from other people’s words and experiences. There’s a great 
story that Joko Beck relates in Everyday Zen about this. She writes:  
Many years ago I was a piano major at Oberlin Conservatory. I was a very good student; 
not outstanding, but very good. And I very much wanted to study with one teacher who 
was undoubtedly the best. He’d take ordinary students and turn them into fabulous 
pianists. Finally I got my chance to study with the teacher. When I went in for my 
lesson I found that he taught with two pianos. He didn’t even say hello. He just sat 
down at his piano and played five notes, and then he said, “You do it.” I was supposed to 
play it just the way he played it. I played it–and he said, “No.” He played it again, and I 
played it again. Again he said “No.” Well, we had an hour of that. And each time he said, 
“No.” 
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In the next three months I played about three measures, perhaps half a minute of 
music. Now I had thought I was pretty good: I’d played soloist with little symphony 
orchestras. Yet we did this for three months, and I cried most of those three months. He 
had all the marks of a real teacher, that tremendous drive and determination to make 
the student see. That’s why he was so good. And at the end of the three months, one 
day, he said, “Good.” What had happened? Finally, I had learned to listen. And he said, 
if you can hear it, you can play it.  376
Joko Beck reflected that the music she was attempting to play was not itself technically 
diﬃcult, but rather that she had learned to listen for the first time. Whilst she had been 
playing the piano for many years, this experience taught her how to pay attention.  377
Going back to Chiyo, this notion of forfeiting subjectivity (the identity of our relative selves) is 
something I’ve observed in the writing of haiku poet Kyoshi Takahama (1874–1959). I first 
discovered him on account of Naoto Fukasawa who quoted his poetry in an interview in Gary 
Hustwit’s 2009 documentary on industrial design called Objectified. In an essay on Kyoshi 
Takahama titled ‘The Quiet Joy of Peace and Harmony: Kyoshi Takahama’s Life and 
Literature,’ author Katsuya Hiromoto explores the poet’s notions of ‘subjectivity’ and 
‘objectivity’ in his writing about how he approached the craft of haiku poetry. Takahama 
recognised that whilst ‘subjectivity’ (one’s self) indeed exists, it is ultimately contained within 
‘objectivity’ (the totality of life) and thus does not need to be asserted because “a poet [can] 
express his subjectivity through objectivity.”  An example of this can be seen in the following 378
two haiku by Takahama:  
Ohzora ni  Once more into the blue yonder 
mata waki-ideshi They begin to sing out— 
kotori kana  Little birds  379
Hatsu-choh ku The first butterfly has come:  
nani-iro to tou Asked for its color 
ki to kotau  I answered yellow  380
 
Similarly, Yanagi writes that objects found in Sung (sic) ware were never the manifestation of 
the personal expression of the individual maker. Rather, the ‘subjectivity’ of the maker “lies 
submerged beneath the surface, while the article itself stands out.”  In the context of Sung 381
ware, this also has to do with the fact that these objects were created for practical purposes. 
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“Sung potters were working in a world where identity was not of importance” and that “the 
beauty created in their work is the beauty of artefacts not of man” for “if there is a beauty also 
on the side of man, it is assuredly the beauty of the submissiveness with which he has placed 
himself at the mercy of the great external power.”  In other words, “the deepest beauty is 382
suggestive of infinite potentiality rather than being merely explanatory.”  Yanagi’s choice of 383
words here can potentially be misleading, so for the sake of clarity I believe that the phrase 
‘external power’ is referring to our larger, interconnected self, external from our self-centred 
thinking. Furthermore, I dislike his use of the the word ‘submissive’ because of its negative 
connotations in our culture, and believe it is better swapped with the phrase ‘letting go,’ the 
notion of letting things arise and letting them pass without holding onto them, forfeiting our 
thinking and settling into the flow of moment by moment experience.  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CHAPTER 18. WITHOUT THOUGHT 
From the perspective of Zen Buddhism, Hara’s theory of emptiness in art and design is 
grounded in removing or restraining one’s self from that which one creates. This can also be 
considered the result of deconstructing or ‘seeing through the thinking,’ which according to 
Joko Beck, constitutes our self-identification. This notion is also found in the writing of 
Fukasawa, who uses the term ‘Without Thought’ to corroborates this perspective, linking 
Hara’s theory of ‘emptiness’ with the practices and philosophies of Zen Buddhism, 
particularly the Ordinary Mind Zen School. 
In his introduction to a monograph published on his colleague and collaborator Morrison, 
Fukasawa writes: “There’s a diﬀerence between the things we think we know in our heads and 
the real shapes we see with our eyes,” and that “Even when we’re actually looking at 
something, we’ll take it for the shape we know it must be. Or to argue the extra, perhaps we 
only see a world of preconceptions before our eyes.”  Fukasawa argues that through the 384
practice of design (and I would say that this is applicable to art, also) “one sees that two 
diﬀerent worlds exists: one, a conceptual realm made of second-hand information and 
amassed knowledge, which we might call the ‘common sense’ or ‘ordinary’ world; the other, 
the world apprehended as it really is without preconceptions, the real world of actual 
experience, which can also be called ‘ordinary.’”  385
In Buddhist terminology, this is analogous to what is referred to as the ‘absolute’ and the 
‘relative’; the interconnectedness of our lives, and the useful constructions we make out of 
them. The ‘absolute’ refers not to an absolute truth, but rather the ‘suchness’ of life as it is in 
this very moment. The ‘relative’ refers to the mental constructs we project onto the ‘suchness’ 
of life. Measured time is an example of such a mental construct, even though it is a useful one 
that has helped me submit this thesis by its due date. It is important to note that Buddhism 
emphasises that the ‘absolute’ and ‘relative’ interpenetrate, and Zen Buddhism in particular 
goes one step further in forcing us to acknowledge (and work through the fact) that these 
terms are merely constructs themselves. 
Fukasawa writes that we need to “possess both perspectives, two diﬀerent ‘ordinary’ world 
views” and that “we commute back and forth between them all the time.”  However, “we 386
only notice our own fixed ideas and preconceptions when we encounter the latter, the real 
‘ordinary.’”  This fixes on the real value in Zen Buddhist practice. It does not discount the 387
usefulness and necessity of mental constructions, but it makes us aware of them in order for 
us to function more harmoniously in relation to the absolute. Fukasawa also writes that “The 
body is always in touch with reality, but the mind believes given information. That’s why 
whenever something makes us aware of the real sensation we’re already feeling, it never 
ceases to amaze us.”  Being alive to these real sensations of the physical world occurs when 388
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we are able to let go of the strong pull of our self-centred thoughts and give in to a world 
without thoughts, or a place of emptiness as Hara has put it.  
I asked Dawson about Naoto Fukasawa’s two ways of perceiving the world, believing that he is 
speaking about the Buddhist notions of the ‘relative’ and the ‘absolute.’ I expressed the 
necessity for seeing the world in terms of relativity, which includes useful intellectual 
constructions that we need in order to function as human beings and as a society. 
Acknowledging that the ‘absolute’ and the ‘relative’ are in themselves constructions, I asked 
Dawson about these two terms and how he sees them relate to each other: 
In Zen, they’re referred to as the first principle and the second principle. The absolute 
being the first principle, that—yes there’s a sense that the absolute is the deeper or 
more primary—but by saying it’s one and two, it’s not saying the relative is wrong or 
delusional. But most human beings are only caught up in the relative world, the world 
which is measured and quantified, and it’s seen in terms of good and bad and right and 
wrong, and most people are caught up in that. But when people have realisation 
experiences through Zen practice, they touch the absolute, but that doesn’t negate the 
relative. And the beautiful metaphor, which is always used in Zen, is the moon shining 
through the clouds. It’s not like emptiness in Zen is like a full moon on a cloudless 
night. It’s called the hazy moon of enlightenment—there’s a kōan about it—and it’s like 
the light of enlightenment is shining through, the absolute shining through the 
relative. That’s what that metaphor is referring to. The absolute permeates the relative. 
But the relative mind is important and has its value. And our mind creates constructs, 
and a lot of those constructs are very, very useful to us. Like time’s a construct, but 
without time, we wouldn’t have had this meeting, to be together, and so it’s useful. But 
the Zen perspective is that there are constructs, but you realise they’re constructs and 
not reality—they’re constructs—and as soon as you see that they’re constructs, that 
changes your relationship to them.  389
I also asked Dawson to respond to Fukasawa’s notion of ‘Without Thought’ and was curious as 
to what perspective he could provide on how some people might dispute that you can’t go 
through life without thought and without preconceptions altogether: 
It’s a philosophical question that’s maybe diﬃcult to have any absolute answer to, but I 
think at least we can certainly minimise our preconceptions. We can start to reduce 
them and we can start to challenge them. And whether it’s possible to meet an absolute 
state of no preconception, well… maybe? But certainly it’s my experience—and I think 
the experience of meditators—that you can certainly reduce that level of 
preconception. And you find a parallel in Western culture and Western philosophy with 
phenomenology and existentialism. And that was all about really seeing the thing in 
itself, without preconceptions or assumptions behind it. And it’s there in the scientific 
view as well. You can see parallels in other, diﬀerent disciplines. And so I think that 
certainly, it’s certainly possible to do that. But whether you can actually get to an 
absolute clean slate, well… who knows?  390
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 I consider Hara’s theory of ‘emptiness’ to be at play within Fukasawa’s work. A good example 
of this is his work Tile Light (1998) for tiling company INAX (Figure 141), which reminds me of 
the work of sculptor Carl Andre, who is well known for works of tiled materials on the floor 
that people are allowed to walk over (Figure 142). Fukasawa’s light is integrated into the tiling 
of a bathroom and fades completely into that context. When the light is switched on, it fills the 
room with light. When it is switched oﬀ, it appears just to be another tile. In a monograph on 
Fukasawa’s work, Fukasawa described his intentions behind this work as wanting to erase 
physical existence. In wanting to ‘erase physical existence,’ Fukasawa means anything 
extraneous to the product, including any addition of the designer’s self-consciousness to the 
work. Fukasawa is a designer who is predominately interested in observing unconscious 
human behaviour in particular contexts of interaction, and designing objects that cater for 
this behaviour. In a sense, Fukasawa’s work is form that embodies unconscious behaviour. 
With his work for INAX, Fukasawa wrote that, “I think design shouldn’t emphasize the 
existence of the fixture to any great degree” so that, “When the light is not on, it goes back to 
being a tile.”  In this sense, the tiling and the light fixture are one. 391
Hara’s theory of ‘emptiness’ can be seen as synonymous with the harmony that Fukasawa 
expresses in his work, because this harmony is that which is established when we make work 
that is in accordance with the way we live our lives, rather than attempting to impose an idea 
onto our lives. Fukasawa’s term ‘without thought’ also describes a place of unconscious 
human behaviour, in which he attempts to make work, seamlessly harmonising with the 
people who use a product and the environment in which the product is used. Fukasawa’s work 
can be considered influenced by, James J. Gibson’s whose theory of aﬀordance he often 
references, the notion expressed that objects are designed so they imply an action that is to be 
performed.  An obvious example of this might be a teapot and its handle, which aﬀords the 392
action of lifting and holding the object.  
Gibson’s notion of aﬀordances is evident in much of Fukasawa’s work. For Hara’s Re-Design 
exhibition first held in Tokyo at the Takeo Paper Show in 2000—for which the premise was to 
redesign ordinary objects in “an attempt to look at familiar things as if it were our very first 
encounter with them” and to “correct and renew our feelings about the essence of design, 
hidden within the fascinating environment of an object that is so overly familiar to us that we 
can no longer see it” —Fukasawa designed three teabags (Figures 143-145). For the first 393
teabag, Fukasawa simply designed and attached a colour ring to the teabag as a point of 
reference for the person brewing their tea. Unconsciously, and over time, they may form a 
relationship between the colour of the ring and the tea that they are brewing. They may, for 
instance, decide to brew their tea until it reaches the colour of the ring, or they may decide 
they like it a lighter or darker colour. The second teabag was designed in the form of a 
marionette puppet, with a small handle on the top, which came about after noticing that 
people, dipping their teabags into cups of boiling water, were performing an action similar to 
that which is performed on a marionette. The bag is flat when dry and when it is dipped into 
 Fukasawa, Naoto, Naoto Fukasawa, op. cit., p. 22391
 The term was originally used by Gibson in his 1977 article ‘The Theory of Aﬀordances' and he later explored this concept in 392
more detail in his book The Ecological Approach to Visual Perception (New York City: Psychology Press, 1986)
 Hara, Kenya, Designing Design, op. cit., p. 22393
– –257
 
the water it swells up into a fully formed figure. For the third teabag, Fukasawa coloured the 
paper packaging to resemble the appearance of stained teabags after they had been used. 
Fukasawa found the dark brown colour appealing and believed it communicated a sense of 
harmony. 
There is an aﬃnity between Fukasawa and the sculptor Carl Andre and in 2012 I wrote an 
essay for Art Monthly Australia, titled ‘Close to Zero,’ comparing their work on the theme of 
interactivity.  Andre makes work that can exist underneath the patterns of people’s 394
movements as they walk through a gallery and, like Fukasawa, inserts his work into pre-
existing patterns of behaviour. 
One of the very first works I saw of Fukasawa’s were his juice-boxes, which he designed for 
Hara, in this instance for the HAPTIC exhibition, first held in Tokyo at the Takeo Paper Show 
in 2004, based on the premise to explore other possibilities for design besides forces of colour, 
shape and texture that, as the title HAPTIC suggests “takes into consideration how we 
perceive things with our senses”, to “make someone sense something” and to awaken their 
senses.  Fukasawa designed the packaging of the juice-boxes to resemble the skin of the fruit 395
itself (Figures 146-148), a remarkably tactile work that certainly fulfilled the intentions of 
Hara’s exhibition. As Hara wrote in Designing Design, the materials of Fukasawa’s work “are 
not only external stimulation but also massive amounts of memories awakened by simulation. 
Designing highlights subtle diﬀerences between recalled memories and reality.”   396
Fukasawa’s HAPTIC project is highly relevant to a project of mine titled Archive Space (2014), 
which is a topic of chapter nine, which involved photographing a gallery space and installing 
photographs of the space in the exact locations they were photographed. In a sense, both the 
juice boxes and the photographs mimic the original space or object. The juice boxes are 
designed to look like the fruit itself, whilst my photographs are designed to look like the space 
itself; each work plays with the subtle diﬀerences between between recalled memories, reality 
and representation.  
Hara himself frames Fukasawa’s work in the context of the theory of aﬀordances. Hara 
explains that “the Fukasawa method is to examine our subconscious behaviour and design for 
that” reminding him of “an emerging cognitive theory called ‘aﬀordance’” described as “the 
comprehensive understanding of both the subject of an action and the environment that 
‘aﬀords,’ or allows for, a certain phenomenon.”  Thus, “standing seems to be a behaviour 397
imbued with the will of the subject (the standing person), but in reality, standing wouldn’t 
occur if there were no gravity and no decently solid surface on which to do it” thus “both 
gravity and a solid surface are said to ‘aﬀord’ the action.”  To demonstrate ‘aﬀordance,’ Hara 398
provides this scenario:  
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 Suppose you’re on a drive with your girlfriend and you feel like having some coﬀee. You 
stop at a vending machine. You insert a coin and press a button. The first paper cup of 
coﬀee is served from the machine. Holding this cup, you can’t get another coin out of 
your pocket to put in the machine. You need to find somewhere to see the cup. Your 
girlfriend is still in the car. There is no suitable place to put it. But you realize that the 
roof of the car is at just the right height. It seems a bit bad mannered, but, with no 
alternative, you place the cup on the roof of he car and insert another coin for the 
second cup of coﬀee.  399
Whilst the roof of a car was never designed to be used as a table, it aﬀords this use because of 
its height and level. Hara calls this an aﬀordance that generates action, in this case putting 
down a cup of coﬀee on your roof when you need to use your hands for other purposes. Hara 
defines aﬀordance in this context as “the attitude of both comprehensively and objectively 
observing the variety of environments and situations to various actions.”  The focal points 400
of Fukasawa’s work are closely aligned to this concept.  401
Another great example can be seen in the process of designing an umbrella stand. Hara states 
that the most immediate image that comes to mind in this process is a tubular object of some 
kind. Instead, Fukasawa rejects this idea by proposing that all that is necessary is to cut a 
groove into the concrete floor at the entrance of a building. When visitors look for somewhere 
to put their umbrellas they unconsciously begin to look for a place to stick the top end of their 
umbrella and, “as if the umbrella itself were on the prowl for a place to stand, it would no 
doubt easily discover the groove that had been set there in anticipation, and all the umbrellas 
would stand in a neat row.”  The ironic beauty of this design is that it is “complete unto 402
itself.” This is because people using these grooves as a place to store their umbrella have no 
idea that these grooves were ever designed as an umbrella rack in the first instance and the 
resulting orderly row of umbrellas is thus the product of aﬀordance generating the action of 
unconscious behaviour.  403
Also of note are examples of the theory of aﬀordances in the work of Industrial Facility, the 
design studio founded by Fukasawa’s colleague Sam Hecht and Kim Colin, who employ 
aﬀordance as a strategy in their many projects. For instance, there is their Hairglasses 
hairband for IDEA International, Japan (Figure 149), originally produced as part of a workshop 
collective known as i4, designed to mimic the form of a pair of sunglasses, borrowing from the 
behaviour of using sunglasses as a headband, constructed in ABS plastic. Hairglasses has been 
designed based on the aﬀordance of using sunglasses as a hairband. It resembles the shape of 
sunglasses, but is manufactured using the same materials and processes of a standard 
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hairband.  There is also their bath radio for MUJI (2009, Figure 150) that mimics the form of 404
a soap dispenser, based on the notion that both things are considered things we consume 
during bath time.  Also for MUJI, Industrial Facility are well known for their Second Phone 405
(Figure 151), which was designed with intentionally limited features and functionality.  406
Industrial Facility writes of the project that, “the design was part of Industrial Facility’s early 
work in the field of simplified electronics, where a product relied upon its surroundings to fill 
in the gaps of functionality.”  407
Predominately in the example of the work of Fukasawa, but also evident in the work of 
Industrial Facility, the theory of aﬀordances is understood as a non-intellectual way of 
working, and in relation to Fukasawa’s previously discussed notion of ‘without thought.’ This 
is also rooted in Buddhist notions discussed in Yanagi’s The Unknown Craftsman, including 
the notion of having a first impression that is unmediated by intellectual consciousness. That 
is to say, as I have quoted Fukasawa, “the world apprehended as it really is without 
preconceptions, the real world of actual experience”.  Yanagi writes that first impressions 408
“are often astonishingly sound, and that is because we are so constituted as to perceive others 
with living eyes and to see objects with fresh perception.”  He continues to say that in first 409
impressions, “the faculty of intuition functions most freely, permitting us to look at 
unfamiliar objects with ever new and living perception” and with familiar objects “the process 
becomes increasingly less functional, but that of course is only because our sense of 
perception has become dulled, not because the intrinsic value of the objects has lessened.”  410
Thus, “a man of intuition is one capable of always deriving fresh impressions from objects” 
and intuition can be defined as “the power of seeing at this very moment.”  This is also tied to 411
Yanagi’s notion of an “eventless, everyday mind”, a state where “from the beginning, no dust 
can collect” referencing the story of Hui-neng, who wrote a poem, “The Bodhi is not like the 
tree, / The bright mirror is not on its stand; / As there is nothing from the first, / Where can the 
dust collect?”  winning the approval of Hung-jen, the Chinese Fifth Patriarch of Zen, to 412
become his disciple, much to the chagrin of Hung-jen’s chief-disciple as well as the rest of the 
monastery. In this state, dualistic notions, such as the diﬀerence between ‘beautiful’ and 
‘ugly’ do not exist. This is akin to, Yanagi claims, a childlike unconscious, as he writes:  
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The reason we can find nothing to dislike in the drawings made by children is that in 
them the inherent nature of man finds expression without being thwarted or frustrated. 
The moment children become self-conscious, their pictures degenerate. Naturally, 
their work is inferior to that produced by an able and mature man who, having 
intelligence, has gone beyond intelligence. A child’s work lacks this depth. To put it 
another way, only a few really good pictures are produced by adult artists, because their 
dualistically inclined intelligence overrides their inherent nature, but if an artist 
follows his inherent nature (which is Buddhahood), everything he produces will be a 
work that has already been saved, whoever he may be and whatever may be the subject 
of his work. He would find it impossible to produce anything that was not beautiful.  413
I proposed a question to Dawson in response to the emphasis placed by Hara, Fukasawa and 
Yanagi on the necessity to remove or restrain ourselves from being part of the work that we 
create. To establish emptiness or as a prerequisite for making a work of value, it seems that 
these writers are claiming that there is no such thing as personal imprint or style. Is this 
because, from a Buddhist perspective, we are interconnected and there is no separate identity 
of ‘self’? Dawson responded by giving the following example: 
If you look into the natural world, you’ll find roses and violets and Australian native 
wild flowers... There’s such a unique variety of flowers and they’re all expressing 
themselves in their own way, but they all inter-are. And in the same way with human 
beings, we’ve got this vast pool of genetic background and environmental responses 
and choices we make, which make up our uniqueness and that’s what gets expressed 
artistically.  414
The Buddhist notion that there is no individuated self, therefore, does not negate 
individuality and uniqueness. The value of work is predicated on our ability to work directly 
from our inherent nature, unmediated by an overriding intellectual consciousness that 
projects dualistic thinking and notions of self onto reality. This is facilitated by the practice of 
meditation. It is unknown whether Hara and his colleagues partake in meditation practice, 
but they also provide other means by which to arrive at this place, including Hara’s theory of 
‘exformation,’ through a creative practice, which I will be discussing in the next chapter.  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 Figure 141. Naoto Fukasawa, Tile Light (1998), etched glass and metal, 9.8 x 9.8 x 8 cm  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 Figure 142. Carl Andre, Steel-copper plain (1969), steel and copper, 1 x 183.5 x 183.5 cm  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 Figure 143. Naoto Fukasawa, Tea Bag + Ring (2000), tea bag and carnelian ring, bag: 6 x 4 cm, ring: 0.22 x 0.4 cm  
– –264
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CHAPTER 19. WE SAY, YET I SENSE 
In this chapter, I will focus on the project Passage, which I produced immediately after The 
Arrangement. This project is the first in a series of works that expands the use of gradients into 
the medium of three-dimensional objects (artist books). More specifically, Passage explores 
the emergence of colour from white as a metaphor for phenomena arising out of emptiness. In 
this chapter I explore the immateriality of colour as a vehicle to examine transience and 
impermanence. I will also discuss how I approached the re-design of my website to mirror the 
concerns and methodologies of my art practice, specifically those that arose in the making of 
the work discussed in this chapter. 
In my projects since Archive Space, I have envisioned colour emerging out of whiteness, and 
thus white has become as important as colour for me in my work. In The Arrangement the 
apparatus surrounding the colours pink and blue was designed with this concept in mind. The 
tables I designed were constructed using steel and were powder-coated white, and the acrylic 
boxes were clear. My costume was a simple white t-shirt and beige tracksuit pants designed 
anonymously by Margaret Howell for MUJI. Perhaps my favourite part of the performance was 
the placement of the first piece of bubblegum on each of the white tables and seeing each 
colour emerge in time and space. In addition, the 2014 re-design of my website (Figures 
152-157) became a project in and of itself, and was designed with a lot of white space to allow 
the colour of my projects to emerge from emptiness. I also designed new functionalities for 
my website, such as the option to sort projects according to colour and medium, which 
replicates the process of sorting and simplification I apply to my own work. Elsewhere, the 
design changes according to the colour of the project. Re-designing my website, I was 
overwhelmed because I had so much diﬀerent work, including creative writing, and had 
trouble conceiving how to show it all together. The website thus also acted as a means to bring 
clarity and order to my own understanding of my work and I am very happy that my work is 
able to sit together despite how diﬀerent it all is. I envision my website as my own personal 
gallery, a space to showcase my work that is entirely within my control. Eventually, I would 
like to expand this into a physical space of some kind.  
This notion of the emergence of colour is perhaps best evidenced in the project I subsequently 
worked on after The Arrangement, the 52 page artist book that fades gradually from white to 
pink to white called Passage (2014) (Figures 158-170). The project was quite a literal 
representation of this notion of colour emerging from white, but at the time I made the work I 
had also been interested in making a work involving gradients of colour. I quite enjoy Cory 
Arcangel’s Photoshop Gradient Demonstrations (Figures 171-172), perhaps because I too was 
born in an era where these computer generated graphics were so everyday. In my own work, I 
wanted not just the gradient contained in a two-dimensional form, like a print, for instance, 
but I wanted to apply the concept of a gradient to the form of an object. I made one prototype 
before making the final work. The prototype had the title of the work on the front cover and 
my name on the back cover. It was also a little bit larger and the colour of the gradient was 
magenta (I’m quite fascinated by extra-spectral colours). In the original prototype, I spliced a 
large image into fifty-two pages, and so the fifty-two pages were literally one single gradient. 
In the original prototype the single gradient that was stretched over fifty-two pages appeared 
somewhat glitchy and whilst I found it interesting that this revealed something about the 
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digital process that I took in making it, I wanted a cleaner aesthetic. So instead of using a 
single gradient spread across fifty-two pages, I changed the project so it became fifty-two 
pages where each page was a slightly diﬀerent opacity of the same colour. The book begins 
and ends at 0% opacity and at its centre it is 100% opacity. Secondly, I removed the title and 
my name from the cover of the book so that the gradient really begins from the outside of the 
book and that the work becomes more of an object rather than an artist book.  
A ‘passage’ is literally “the action or process of moving through or past somewhere on the way 
from one place to another”.  I used the title ‘passage’ for another work many years ago and 415
have been hanging around to use it again. It’s ultimately borrowed from the Jason Rohrer 
2007 video game Passage (173), which has had a huge impact on my work and life. The video 
game is in a retro pixelated style and consists of very limited controls and actions. You 
basically walk from left to right and as you do, your character “encounters an entire lifetime of 
obstacles and choices.”  “A character begins a young adult, ages, and dies, all the while 416
moving across the screen through diﬀerent phases of life.”  The first time I played the game I 417
wasn’t aware what was happening until my character died, and the shock of this happening 
had a profound impact on me and my understanding of impermanence. The work is in the 
permanent collection of The Museum of Modern Art, and Rohrer has called his work a 
memento mori, stating: “You die only once, at the very end, and you are powerless to stave oﬀ 
this inevitable loss.”  In this regard, Passage can also be read about the impermanence of 418
phenomena, like our relative lives, coming in and out of being amidst an absolute whiteness. 
It is interesting that there ended up being fifty-two pages in the book, as it is suggestive of the 
number of weeks in a year and thus the passage of time. 
On my website, in my journal, I have included a picture of a hibiscus mutaballis flower, which 
changes from white to dark pink in the course of a day (Figure 174). When I started working in 
pink, I envisioned that I would do a whole series of works in the colour and create an identity 
for the body of work. This never happened—or should I say it hasn’t happened yet—largely 
because after drilling down on one colour, I found my consciousness expand to the sensations 
of all colour. But at the time I was thinking about doing this, I was looking for something to 
title my project after, and I was researching things that changed their colour, namely from 
white to pink, when I discovered this flower. I read a blog post that really touched me on a 
website called Through the Sapphire Sky about this flower, which is referred to as ‘sui-fuyo 
flowers’ in Japan, meaning drunken flowers (‘drunken,’ because the flowers turn pink or red 
like the colour of a drunk person’s face). The author traces the life of this flower which lives 
only for one day, transforming from white to pink, and concludes by asking, “It would be 
lovely to live a life, even if it is only a day, which is rich in changing beautiful colors just like 
these sui-fuyo flowers, wouldn’t it?”  419
 ‘Passage,’ Oxford Dictionary of English (Oxford: Oxford University Press, 2010/2013). Last accessed online on June 3, 2015 at: 415
http://www.oxforddictionaries.com/definition/english/passage
 The Museum of Modern Art, ‘The Collection: Jason Rohrer: Passage: 2007,’ The Museum of Modern Art (New York City: MoMA, 416
2013), from the Applied Design exhibition (2013-2014). Last accessed online on June 3, 2015 at: https://www.moma.org/collection/
object.php?object_id=145533
 Ibid.417
 Ibid.418
 Through the Sapphire Sky, ‘Can Flowers Get Drunk?.’ Last accessed online December 1, 2014 at: http://through-the-sapphire-419
sky.blogspot.com.au/2010/10/can-flowers-get-drunk-hibiscus.html
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 Another of the many references to pink in my journal, is to a haiku written by Takahama 
Kyoshi. The poem reads: 
A white peony 
We say, yet I sense 
Faint pink   420
The poem was written by Kyoshi after his observations on a group of peony flowers. Attracted 
at first by the brighter coloured flowers, he was soon attracted to the beauty of the white 
peony, and his appreciation deepened upon realising that the flowers were made beautiful on 
account of the edges of the petals being frayed with subtle pink. In the commentary I quote 
from it concludes by suggesting that “the subtle tenor of the last five syllables then oﬀers us an 
image of faint but bewitching pink in the heart of the white flower.”  The image established 421
in this poem, of pink in the heart of white, is quite striking and relates to my intentions with 
Passage. The project can be read on an aesthetic or formal level where the passage is the 
emergence of colour from emptiness and its subsequent fading into emptiness. In this 
reading, the work is about the immateriality of colour, where colour is not something 
permanent or fixed but rather something impermanent and in a constant state of flux. An 
intention in my practice that is reflected in this work is to reveal an expanded understanding 
of colour as informed by my Zen Buddhist practice, employing an aesthetic of simplicity, 
which is a pairing back of things to their essence, whilst using the tools, forms and language of 
contemporary culture and my personal experience. 
The line from this haiku that I emphasise in my blog post, which is unique to this translation, 
is, “We say yet I sense”. These words convey, so precisely and in such utter simplicity, the 
diﬀerences between a theoretical understanding and an experiential understanding. In the 
former, a theoretical understanding occurs when we create a construct around some 
phenomena. In this case, the phenomena is a ‘white peony.’ We call it this, and there is 
certainly a usefulness in the intellectual construction of language, but in this case the 
construction doesn’t really point to what it actually is. If we thus get caught on this 
construction, we are prevented from actually encountering the reality of the phenomena, and 
we are thus being used by the construction of language, rather than using it to point to 
something deeper. By contrast, an experiential understanding can occur when we encounter a 
phenomena through our senses, these being our primary mechanism by which we connect to 
things beyond ourselves. Through sensory awareness, Kyoshi was able to “realize that the 
flower’s pristine loveliness was heightened by the faintest tinge of pink. This roseate shading 
served to enhance the white blossom’s innate charm and grace”.   422
I believe that sensing—as opposed to thinking about an experience—seems to be much more 
commonplace in mediums like music rather than art, but it is the intention of my work to 
bring the viewer back in touch with their senses as their primary experience. There is a great 
 Kyoshi, Takahama, ‘One Hundred Haiku of Kyoshi’ (ed. Inahata Teiko, translated by Nagayama Aya), June 2, 2001. Last 420
accessed online on June 3, 2015 at: http://www.kyoshi.or.jp/work/e-work13.htm
 Kyoshi, Takahama, op. cit.421
 Ibid.422
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Stanley Kubrick quote, which was spoken in response to a question asking him for the 
meaning of his film 2001: A Space Odyssey (1968): “to ‘explain’ a Beethoven symphony would 
be to emasculate it by erecting an artificial wall between conception and appreciation.”  Or 423
in another instance, Kubrick has said that “the truth of a thing is in the feel of it, not the think 
of it.”  This is something David Lynch has battled with, too, constantly being confounded 424
when someone sees a movie of his and then requests Lynch to talk about it. Lynch sees the 
movie itself as the talking, the thing itself. And so his advice? “So you go see the film. That’s 
the thing. It’s a whole thing, and it’s there and that is it.”  425
In the English translation of this poem, Kyoshi refers to the colour of his realisation as ‘faint 
pink,’ but in the original Japanese, the words are translated as ‘crimson red’ (ko horaku) and in 
another translation I have also seen ‘peach colour’ (momo iro). In the translation that uses 
‘crimson red,’ it uses this description in the context of the line: ‘a little red,’ which is a 
beautiful way of describing the colour pink. Speaking about colour in the context of 
traditional Japanese culture, Hara writes in White that it is said that “there were few colour-
related words in 8th Century Japan, when the first poetry collection, the Manyoshu, was 
published.”  These were simply: white (shiro), black (kuro), red (aka) and blue (ao). Although 426
“these four adjectives may strike us as too few”, Hara suggests that “each word had a very 
broad range, and people were able to express subtle diﬀerences in meaning and atmosphere 
contextually.”  Thus, although the literal translation of the words ‘ko horaku’ suggest 427
‘crimson red,’ an impression—or a sense—of pink is created in relation to red and white. In 
other instances in traditional Japanese culture, the words of colours relate precisely to a thing, 
such as the aforementioned ‘momo iro,’ meaning literally ‘the colour of peaches.’ There is less 
abstraction here in this kind of description of colour, and this ultimately resulted in a wide 
range of colour descriptions that Hara comments are set apart from the “systematic 
consistency” and precision of the Munsell and Ostwald systems and are ultimately able to stir 
one’s imagination and awaken one’s senses.   428
It is also worth noting that the colour ‘pink’ did not exist even in the Western world until the 
seventeenth-century when it was coined after the flower of the same name. Prior to this and 
evidenced in other cultures, pink is often referred to as a pale red. And it’s only been fairly 
recently, in contemporary Japanese culture, that a new term has begun to emerge in usage to 
describe pink, that being the term ‘pinku’ or ‘pinku iro.’ This world exemplifies my fascination 
into the phenomena of cross-cultural exchange in recent years, with influences occurring all 
at once in multiple directions. 
In conclusion, it can be seen that Passage made certain aesthetic and thematic concerns from 
The Arrangement more explicit, whilst focusing more specifically on the phenomena of a 
single colour and its relationship to white. Whilst Passage diﬀers from The Arrangement by 
 Agel, Jerome The Making of Kubrick’s 2001 (New York: New American Library, 1970), p. 328423
 Kubrick, Stanley, and Phillips, Gene D., Stanley Kubrick: Interviews (Jackson: University Press of Mississippi, 2001), p. 80424
 Ismailos, Angela, Great Directors (New York City: Anisma Films, 2009)425
 Hara, Kenya, White, op. cit., p. 5426
 Ibid.427
 Ibid., p. 4428
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not focusing on the impermanence of cultural symbolism, this theme is still true for work to 
come. Passage also marked a period in which I became infatuated with the colour pink, after 
having used it for the first time in my practice in The Arrangement. Throughout this chapter I 
have explored the notion that intellectualisation of colour is inadequate  compared to our 429
ability to perceive colour through the faculties of our senses. This is demonstrated in Passage 
through the immateriality of colour, presented through the emergence of colour from 
whiteness (and the subsequent submergence of colour into whiteness). I have also explored 
how the construction of ‘pink’ as a colour in contemporary Japanese culture serves as an 
example of cross-cultural exchange. Passage notably established a convention within my 
practice to expand the use of gradients into the medium of three-dimensional objects (artist 
books). 
 Unless, of course our intellectualisation acknowledges this inadequacy, as beautifully expressed by Kyoshi.429
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 Figure 152. Adrian Clement, http://adrianclement.com (2015–present), homepage, website (desktop view), 
dimensions variable (responsive design) 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 Figure 153. Adrian Clement, http://adrianclement.com/projects (2015–present), projects, website (desktop 
view), dimensions variable (responsive design) 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 Figure 154. Adrian Clement, http://adrianclement.com/yellow (2015–present), projects sorted by the colour 
yellow, website (desktop view), dimensions variable (responsive design) 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 Figure 155. Adrian Clement, http://adrianclement.com/pink (2015–present), projects sorted by the colour 
pink, website (desktop view), dimensions variable (responsive design) 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 Figure 156. Adrian Clement, http://adrianclement.com/blue (2015–present), projects sorted by the colour 
blue, website (desktop view), dimensions variable (responsive design) 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 Figure 157. Adrian Clement, http://adrianclement.com/photogaphy (2015–present), projects sorted by the 
medium of photography, website (desktop view), dimensions variable (responsive design)  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 Figure 158. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm  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 Figure 159. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 160. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 161. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 162. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 163. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 164. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 165. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 166. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 167. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 168. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 169. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 170. Adrian Clement, Passage (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 171. Cory Arcangel, Photoshop CS: 110 by 72 inches, 300 DPI, RGB, square pixels, default gradient "Spectrum", 
mousedown y=1098 x=1749.9, mouseup y=0 x=4160 (from Photoshop Gradient Demonstrations) (2008), chromogenic print, 279.4 x 
182.9 cm 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 Figure 172. Cory Arcangel, Photoshop CS: 110 by 72 inches, 300 DPI, RGB, square pixels, default gradient "Spectrum", 
mousedown y=16700 x=4350, mouseup y=27450 x=6350 (from Photoshop Gradient Demonstrations) (2008), chromogenic print, 
279.4 x 182.9 cm 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 Figure 173. Jason Rohrer, Passage (2007), SDL, GNU Compiler Collection, GNU Emacs, mtPaint, CVS, and 
MinGW-MSYS software, dimensions variable, artistic rendition 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 Figure 174. Hibiscus Mutaballis Flower 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CHAPTER 20. LITTLE BY LITTLE 
Passage, which explores the relationship between colour and white, foreshadowed future 
projects that set out to challenge the constructions of individual colours by presenting a full 
spectrum between two separate colours. Two of these projects are the topic of this chapter. 
The first project I produced is titled Becoming (2015) (Figures 175-183), an artist book—or 
object as I often prefer it be called—that transitions gradually from blue to pink. In my 
aforementioned monochromatic projects, one of my aims was to explore the construct of a 
colour. In Orange, for instance, I was interested in exploring the range of the construct of 
colour that is called orange and in Ten Thousand Blue Cars as well as previous projects like the 
Collections where I have worked incessantly and repetitively with the single colour of blue. I 
have arrived at a place in my working where I can make contact with the liminality of these 
constructs, and feel able to see beyond them. So in a sense, whilst Passage is about showing 
the range of a single colour, Becoming is about a transition that occurs from one construction 
of colour to the next—the literal definition of ‘becoming’ being the act or process in which 
something becomes. The project deliberately employs the found symbolism of blue and pink 
and conveys my personal experience of identifying more eﬀeminately as well as my interest in 
transgender. 
Hiroshi Sugimoto, writing about his photographs depicting gradients of colours in the Tokyo 
sky, titled Polarized Color (Figures 184-185), reflects upon the disparate theories of colour 
proposed by Isaac Newton and Wolfgang Goethe, and suggests a ‘middle way’ of 
understanding colour informed by Buddhism.  He writes that Newton’s Opticks was part of 430
“the establishment of cognitively verifiable natural science” that “brought the world closer to 
the modern age, a world that could be analysed and quantified.”  Whereas Newton conceived 431
of a “spectrum of seven defractively diﬀerentiated colours” that was “perceived by the human 
eye via the central cortex”, both Sugimoto’s project and my own point to the areas that can’t be 
analysed and quantified.  Sugimoto notes that “criticism of Newton’s mathematical 432
approach was heard from an unexpected quarter” in 1810 in the form of “poet, novelist and 
playwright Johann Wolfgang von Goethe”, who had “compiled a twenty-year study on the 
eﬀects of colour on the human eye” and in his Theory of Colours “found Newton’s impersonal 
scientific exposition wanting on artistic grounds.”  Sugimoto refers to the well-known phrase 433
from the Prajnaparamita Heart Sutra (Hannya Haramatia Shingyo): “shinki soku ze ku, ku 
soku, ze shiki” meaning “Form is emptiness, emptiness is form” and “While the original 
Sanskrit rupa ‘form’ does not refer to colour per se, rendering sunyata ‘void’ into the character 
ku meaning both ‘emptiness’ and ‘sky’ perhaps suggested colour as an apt counterpart.”  434
 Sugimoto, Hiroshi, ‘Polarized Colour.’ Last accessed online on June 3, 2015 at: http://www.sugimotohiroshi.com/430
PolarizedColor.html
 Ibid.431
 Ibid.432
 Ibid.433
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Sugimoto continues by suggesting that “if the visible world of colour is essentially empty, then 
this world is as immaterial as the colour of the sky.”  When he gazed into “bright prismatic 435
light each day”, Sugimoto had “doubts about Newton’s seven-colour spectrum”, for whilst he 
“could see his red-orange-yellow-green-blue-indigo-purple schema” he “could just as easily 
discern many more diﬀerent colours in-between, nameless hues of red-to-orange and yellow-
to- green.”  Sugimoto asks, “Why must science always cut up the whole into little pieces 436
when it identifies specific attributes?”  Acknowledging that “the world is filled with 437
countless colours”, Sugimoto questions why natural science has insisted on just seven.  438
Sugimoto says that he seems “to get a truer sense of the world from those disregarded 
intracolours” and concludes by asking the question, “Does not art serve to retrieve what falls 
through the cracks now that scientific knowledge no longer needs a God?”   439
In Becoming I am also metaphorically exploring gender binaries and sexuality. As much as 
there are countless colours, there are also countless expressions of sexuality and gender that 
are in fact beyond the world of constructs and quantification that we find ourselves in. With 
Becoming, I show that there are many shades of colour between pink and blue, which has both 
aesthetic significance and metaphorical meaning. It’s fascinating to note that the colour in the 
centre of this book is purple. Purple represents queer culture and it was also a possible title for 
The Arrangement. Both Passage and Becoming highlight my increasing interest in the 
phenomena of colour changing, either in a monochromatic sense like the hibiscus mutaballis 
flower that increases in its intensity of a single colour, or in a chameleonic sense where 
something changes from one colour to another. 
As I have said elsewhere about my artist books, my work in colour is both purely aesthetic, as 
it would be in the context of something like non-objective art, and also rooted in the world we 
live in, which includes the codes and symbolism of our society and culture as well the 
physicality of biology and nature. By drawing on the phenomena we witness in nature, I am 
hoping to convey, with colour, the deeper concerns this phenomena points to. Another thing I 
reference in my journal is the plumage of flamingos, which can range from pale pink or white 
to bright red depending on their level of health and the amount of beta-carotene they are able 
to source from their food supply. To me this speaks about the interconnectedness of colour, 
that colour does not exist on its own, but occurs in relation to, and amongst, other things. 
Furthermore, as Hara writes in White, the names of colour, and our perception of colour, 
“have come into being through mental imagery, generated little by little through our 
accumulated interactions with nature’s twinkles and the world’s transformations”, comparing 
it to the phenomena of an entire limestone cave being formed “only upon an inconceivable 
repetition of dripping droplets” . Furthermore, “colors do not exist separately and 440
 Sugimoto, Hiroshi, op. cit.435
 Ibid.436
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independently within nature; they are constantly shifting in response to the subtle gradations 
of light. It it is language that, magnificently, gives them shape.”  441
After Passage and Becoming, I subsequently produced an additional artist book for the 
collaborative Hamish & Rose exhibition White, which is the topic of chapter twenty-five, 
called Apparition (2015) (Figures 186-196). The title of the work refers less to ghosts and the 
ghost-like and more to “a remarkable or unexpected appearance of someone or something” 
and perhaps referring even more to the word’s origins in late Middle English, meaning “the 
action of appearing.”  Over the course of a fifty-two-page hardcover artist book sized at 18 x 442
18 cm, the book begins black and gradually fades to white at its centre before gradually fading 
back to black by its end. In Apparition it is the action of white that appears, or emerges, from 
black. Otherwise, it could be said it appears as though light is emerging from darkness. In 
either case, the transformation of black to white throughout the passage of fifty-two pages 
allows the viewer to experience the full range of shades that exist between our constructions 
of ‘white’ and ‘black’ and thus challenge them to question where ‘white’ begins and ‘black’ 
ends. Rather than seeing ‘white’ and ‘black’ as dualistic concepts, Apparition explores their 
relationship. As is said in ‘The Coincidence of Opposites’ by Shítóu Xīqiān (700-790 CE), the 
8th-century Chinese Chán Buddhist teacher, “Light and darkness complement each other / 
like stepping forward and stepping back.”  Whilst the primary intention of Apparition is in 443
exploring emergence, the connotations of the word also imply something about emptiness; a 
ghost or a form without a shadow. 
In White, Hara comments on an oft cited publication on traditional Japanese culture, the 
essay ‘In Praise of Shadow’ by Tanizaki Junichiro (1886-1965), which “interprets Japanese 
aesthetics from the standpoint of a shadow.”  According to Hara, “Tanizaki’s idea of locating 444
a vanishing point of drawing using shadow is splendid. Yet can’t there be another vanishing 
point, namely that of extreme brightness contrasted with dark shadow?”  In Apparition, the 445
vanishing point is both its brightness and shadow. In other titles I conceived for this project, I 
wanted to emphasise the themes of life emerging and the experience of death, but I also did 
not want the experience of the work to be about one thing or the other. In the words of Zen 
Buddhist teacher Dogo Enchi when asked by a student who knocks on the lid of a coﬃn and 
asks whether that person is alive or dead: “I won’t say alive and I won’t say dead.”  Like my 446
other projects for the collaborative exhibition White (see chapter twenty-five), Apparition 
places audiences in a place of of unknowing. 
What these works oﬀer is an insight into how elements such as form, colour and shape, are not 
static, but constantly changing. As I have expressed previously in this text, I am particularly 
 Hara, Kenya, White, op. cit., p. 4441
 ‘Ghost,’ Oxford Dictionary of English (Oxford: Oxford University Press, 2010/2013). Last accessed online on June 3, 2015 at: 442
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 T’ou, Shi, ‘The Coincidence of Opposites’ in Stephanie Kaza and Kenneth Kraft, (ed.), Dharma Rain (Boston: Shambala, 443
2000),, pp. 61-61
 Hara, Kenya, White, op. cit., pp. 1-2444
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interested in exploring the immateriality of colour. That is to say, colour is a phenomena that 
exists through the inter-relationship of various things: from the object it resides in, to the 
conditions of light and the capacity of human perception. Furthermore, I also believe my work 
oﬀers an opportunity to break down the dualistic notion separating the figurative from the 
abstract, in the way I capture the phenomena of colour through the forms of our everyday 
existence.  
It is worth noting that the influence of artists working in light and colour, such as Robert Irwin 
(b. 1928) and James Turrell (b. 1943), belong in a category of earlier influences on my practice. 
These artists might also include the work of Wolfgang Laib (b. 1950), or Josef Albers (1888–
1976), who is well known for his 1963 publication of colour theory titled Interaction of Color. At 
present, however, I am far more indebted to someone like the aforementioned Sugimoto. As a 
result of having an interdisciplinary practice that draws from photography, installation and 
design, my work inevitably deals with colour in a diﬀerent way to those who approach it from 
the more traditional medium of painting. For example, by making work that explores colour 
through the medium of photography—like Sugimoto—the issues that the medium of 
photography raises about impermanence and memory can also be considered in relation to 
colour. Furthermore, the medium I employ in a work is often inseparable from its concept, 
predominately because I am interested in what the medium has to say or how it can be used to 
speak to particular concepts. I have come to see that I deliberately employ specific mediums—
as well as the use of colour—to speak through Zen Buddhist concepts. Thus, it can be said that 
one of the contributions of my practice is the way in which I explore colour from a Zen 
Buddhist perspective. And conversely it can also be said that colour is a means by which I 
make an enquiry into—and practice—Zen Buddhism itself. This is evidenced in the 
exploration of the immateriality of colour as a way of examining the Buddhist notions of 
transience and impermanence. Furthermore, the use of colour in these projects mirrors the 
process of challenging our intellectual constructions in Zen Buddhism by making it 
impossible to define in intellectual terms where one colour begins and ends. Instead, these 
projects propose an ‘experiential understanding’ of colour.  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 Figure 175. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm  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 Figure 176. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 177. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 178. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 179. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 180. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 181. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 182. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 183. Adrian Clement, Becoming (2014), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 184. Hiroshi Sugimoto, Scarf 106 from Couleurs de l’ombre for Hermès (2012) (Based on Polarized 
Color, 2009-2010), from a series of 140 scarves, silk twill plume, 140 x 140 cm  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 Figure 185. Hiroshi Sugimoto, Scarf 053 from Couleurs de l’ombre (2012) (Based on Polarized Color, 
2009-2010), from a series of 140 scarves, silk twill plume, 140 x 140 cm  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 Figure 186. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm  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 Figure 187. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 188. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 189. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 190. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 191. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 192. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 193. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 194. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 195. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 196. Adrian Clement, Apparition (2015), 52-page hardcover artist book, 18 x 18 cm, detail  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CHAPTER 21. TAKING SOMETHING KNOWN AND MAKING IT UNKNOWN 
We shall not cease from exploration  
And the end of all our exploring 
Will be to arrive where we started 
And know the place for the first time. 
—T.S. Elliot  447
I would like to introduce Kenya Hara’s notion of ‘exformation’ as detailed in his book 
Designing Design. Hara states that the term is the counterpart concept to ‘information’ (which 
takes on meanings such as communication, the acquisition of knowledge, information and 
scholarship “and further refers to the service of giving information”) and is designed to throw 
conventional methods into reverse.  The value of ‘exformation,’ Hara proposes, is the deeper 448
value in “making an entrance for curiosity”  and to “awaken us quietly” to the thing we do 449
not know.  Hara quotes the Greek philosopher Socrates for saying that “the only true 450
wisdom is in knowing you know nothing.”  As Hara writes, “there are an infinite number of 451
methods to attain knowledge; finding the right method is up to the individual.”  Hara calls 452
‘exformation’ a new information format. 
Hara writes in a section from his chapter on ‘exformation’, titled ‘Putting a Stop to Thinking,’ 
that in our contemporary age people frequently find a need to reinforce what they know to 
other people.  The accretion of knowledge would be acceptable to Hara if it opened up 453
further conversation and interest (“as a kind of intelligence index”), but instead it merely 
amounts to a superficial engagement with the information for the purpose of social 
recognition and self-perception.  Hara wonders if people today are blessed with some great 454
store of knowledge, or whether this knowledgeable familiarity is due to the development of 
the media and news coverage in contemporary society, wherein the “surface of every 
occurrence and phenomenon in the world is mowed into tiny particles of information, which 
fly about piecemeal, like cut grass, in media space.”  Whilst our brains are designed to attach 455
themselves to these “innumerable portions of segmented knowledge,” this synthesis of 
information is ultimately dissatisfactory because it shuts down conversation and the 
possibility of thinking and imagination.  456
This is illustrated by Hara in the following scenario: 
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 “I’ve heard the new China Central Television building in Beijing will be designed by the 
Dutch architect Rem Koolhaas.” “I know, I know. Jacques Herzog is working on the 
construction project of the Olympic stadium, isn’t he?” “He’s from the architects’ group 
Herzog & de Meuron, isn’t he? They built the Prada building in Tokyo.” “I know, I 
know.” “The Prada shop in SoHo was designed by Rem Koolhaas.” “I know, I know.” “As 
I recall, next month a gallery in Ginza is going to hold an exhibition featuring the works 
of Antony Gormley.” “He’s a sculptor who uses the human body as the basis for metal 
casts, isn’t he?” “Olafur Eliasson’s work, which I saw at the Hara Museum of 
Contemporary Art, was just wonderful, too.” “Ah, I’ve seen his rainbow-like 
installation.” “That’s an early work, called ‘Beauty.’” “It’s motifs are natural phenomena 
like light and wind.” “Fantastic. I’m impressed by your knowledge. You are well 
informed about sweets, too.” “Oh, you’re talking about the Geppei moon cake from 
Shanghai, right? That was delicious, wasn’t it?” “I know. I know it was from Shanghai. 
There was an article about it in a magazine and I bragged to my friend that I had eaten 
the sweet featured there.”  457
Commenting on this scenario, Hara writes that although the example he’s used is a bit 
extreme, it highlights a conversation that “seems to be proceeding quite pleasantly” and the 
topics are “varied and rich in knowledge.”  However, “because the ‘I know’ remark is 458
expressed with a tinge of accomplishment, it functions as a prompt for the conversation 
partner to move on, or a way to introduce knowledge on another topic, or the end of one topic 
and an invitation to switch to another.”  Because “the person providing the topics only 459
introduces facts” and the responder reciprocates with ‘I know’ information in return, “the 
conversationalists never actually intersect.”  According to Hara, “knowledge is no more than 460
an entrance to thought” and to converse is “to exercise on another’s thoughts by beginning 
with a trifling piece of knowledge and speaking about it together.”  Thus, “to know 461
something is not a goal, but a starting point for our imagination.”  The basis of ‘exformation’ 462
is thus the possibility of communicating, not by ‘making known,’ but by ‘making unknown.’ 
In his subsequent publication, White, Hara uses the word ‘defamiliarisation’ to describe this 
concept, a word also used by Russian critic Victor Schlovsky in his similar theory of making 
the familiar unfamiliar.  Whilst Hara’s concept is rooted in traditional Japanese culture, it 463
also relates to Bertolt Brecht’s concept of verfremdungseﬀect or ‘making strange.’ In his book 
Minimalism: Movements in Modern Art (1998), Scottish artist and critic David Batchelor looks 
to these theories in the context of the work of Carl Andre, who’s work embodies a 
deconstruction of hierarchy in a way “where everything is equivalent” in referring to titles of 
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Andre’s work to conclude that “the value of piety, drama, literature and art, began and ended 
with its ability to break the habits of thought, to loosen the chains of convention which bind 
our senses to the familiar and the functional.”  464
‘Exformation’ also invokes the experience of what Sigmund Freud dubbed ‘the uncanny’ in his 
quintessential essay of 1919. Adrian van Young observes, in an essay for The Believer (March, 
2012) titled ‘A Friday of the Living Dead Nightmare’ (“wherein a few brave souls watch entire 
horror-movie franchises in a twenty-four-hour period, risk their sanity, and suﬀer from total 
narrative dislocation, but maybe, too, remember what it’s like to be in love”) that “perhaps the 
hallmark of uncanny experience” is where the “familiar is made strange by dint of repeated 
encounters.”  465
I would now like to introduce a collection of new works that I have made that relate to these 
ideas. For the duration of about six months in 2014 and in early 2015, I completed a series of 
video projects involving found footage from cartoons that are familiar to me from my 
childhood, these being Wacky Races (1968-1969), Wile E. Coyote and the Road Runner (of the 
latter I selected the sequential episodes between 1949-1994 that had some level of 
involvement with the series’ creator, Chuck Jones) and the three seasons of Scooby-Doo, Where 
Are You! (1969-1978). 
These video projects are perhaps the first works of mine in many years to explore new themes 
in my practice, and ultimately lead me away from my hitherto exclusive focus on colour . I 
attribute the creation of these projects to the reading of Draw It With Your Eyes Closed: The Art 
of the Art Assignment, a collection of art assignments by artists and teachers edited by Paper 
Monument, which was recommended to me by Lionel Baldwin. Specifically, it was Kurt 
Ralske’s assignment to “make a piece that is guaranteed to make the viewer say ‘WTF?!?!’” as a 
way of cutting through what he observed in his class, of students making work “that was just 
too easy.”  As Ralske write, there were “too many one-liners, too many lightweight ‘political 466
statements’ devoid of any ambiguity, too much autopilot minimalism” and “no risk, no 
complexity, no real personal investment.”  Ralske found that the assignment allowed 467
students to stop “relying on their default can’t-fail strategies” and “served as a reminder that 
making art does not always have to rely on strenuous eﬀorts toward a precisely predetermined 
goal.”  Rather, “sometimes the process can be only a playful exploration, destination 468
unknown.”  Ralske’s writing about the assignment he gave to his students, as well as his 469
reflections, played a major part in steering my practice away from so-called failsafe strategies 
and ‘autopilot minimalism’ and towards making work that is less mechanical and habituated 
by thought, and much more alive. 
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Speaking to Dawson about Hara’s term ‘exformation,’ I wanted to know about the similar 
notion of unknowing, or the term ‘beginner’s mind’ coined by Shunryu Suzuki, in the context 
of Zen Buddhism. I asked him if he could speak specifically about Case 20 of The Book of 
Serenity and the quotation, “Not knowing is most intimate.”:  470
The whole point of a Zen life is to live the mystery of life, not to find an explanation for 
it, and most people aren’t comfortable living the mystery of life, they want to know, 
want to know, because if you know then you can control it. Whereas it’s really at the 
essence of the Zen life to enjoy the mystery. And that’s why Ummon said to the monk in 
that Kōan, he asked him, “Where have you come from?”, or, “Why did you come here?” 
“I don’t know.” And he says, “Not knowing is most intimate.” Having no idea, just living 
the mystery, not having to anchor after a reason or an explanation for it. And so the 
sense of mystery in life and the unknown, is something in Zen to embrace rather than 
to fear.  471
‘Exformation,’ is a integral strategy that I employ throughout my work in order to allow 
viewers to arrive at ‘conceptual emptiness’ or ‘suchness.’ In this chapter I have explored its 
historical precedents in the examples of Russian critic Victor Schlovsky’s theory of making the 
familiar unfamiliar (‘defamiliarisation’) and Sigmund Freud’s notion of ‘the uncanny.’ By 
employing ‘exformation’ as a strategy in my practice, I aim to take something known and 
making it unknown by placing something within a context outside of its normal frame of 
reference in order for it to be perceived with heightened awareness. This can be evidenced in a 
series of four projects that involved re-editing animated cartoons into new videos that explore 
the silence of background scenery, the absence of sound, narrative and characters, and the 
absurdity of repetition. These videos are the topic of the following chapters. 
 Smith, Elihu Genmyo, op. cit.470
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CHAPTER 22. ALL CONTACT LEAVES TRACES 
The first video I worked on in the collection of video works that appropriated found footage 
from animated cartoons is titled In Your Absence, You Are Everywhere (2014) (Figures 197-199). 
This project was originally conceived as a project involving all sequential footage of Penelope 
Pitstop, a pink character from Wacky Races, as a sort of monochromatic collection. However, I 
didn’t actually like the footage I found and instead I found myself playing around with an idea 
that involved removing the characters and sound from the footage. When I played back the 
first episode that I had edited in this way, I discovered something that was quite poignant. 
When I started working on this video, I was experiencing sadness about ending a relationship 
with a guy I had been dating whom I had fallen for pretty quickly, and at this time I was also 
reflecting on the absence of family in my life. In a strange way, I found that my video spoke to 
what I had experienced after I ended the relationship. There is a notion in forensic science, 
called Locard’s ‘Exchange Principle,’ which is the idea that every contact leaves a trace, so that 
a criminal will bring something to the scene of a crime, and a criminal also takes something 
away from the scene of a crime. That is to say, the exchange between a criminal and their 
victim results in trace evidence. Similarly, I found that the exchange with this guy I was dating 
had profoundly changed me, and that I was left changed beyond our original point of contact. 
Despite his absence, the contact and relationship with him and the influence he had on me, is 
a kind of presence that is alive in me even now. For as long as we’re alive, everything we’ve 
ever experienced in our lives is embodied within us. The wellspring of unmediated experience 
is the aggregation of lived experiences that accumulate by being in the world. 
Certainly this can be evidenced in a neurological context where we create and establish neural 
pathways that are activated through our thoughts and experiences. Or another example could 
be stars, which are planets that are emitting their light to us long after they had died; their 
presence echoing throughout space and time. Or another way of looking at it would be as a 
kind of domino eﬀect, where a single point can be touched resulting in a series of things that 
are set into a chain reaction. On a deeper level, and from a Buddhist perspective where there is 
an understanding that everything is interconnected, there are an infinite number of domino 
eﬀects happening simultaneously in an infinite number of directions. That is to say, 
everything is leaving a trace and is left traceable in an infinite relationship onto itself in a way 
that is beyond our ability to conceptualise. This would be like the metaphor of ‘Indra’s Net’ (a 
web of jewels in which each jewel is itself reflected in all others, ad infinitum), which is 
popularly used to convey this concept. Robert Aitken conveys this notion by writing in verse 
of the “web of the universe” in which everything moves as soon as one point is touched.  472
The full video for In Your Absence, You Are Everywhere, which consists of the entire thirty-four 
episodes from the animated television series, portrays the residual eﬀects of the characters 
and their actions. You see, for instance, the smokey exhaust of a character who is by now out 
of the frame, absent but present in what they have left behind and set in motion. In other 
instances you see an explosion or simply the scrolling background scenery. In this video, I am 
playing with perceived dualities between absence and presence as well as gain and loss. 
 Aitken, Robert, ‘Verses for Environmental Practice’ in Stephanie Kaza and Kenneth Kraft (ed.), Dharma Rain op. cit., p. 472
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It’s worth noting, too, that the working title for this project was Spirited Away, titled after a 
Studio Ghibli animation of the same name from 2001. The working title was used to highlight 
or imply the presence of sprites or spirits in the absence of worldly characters. This is most 
evident in the video when a character disappears and the traces of lines around the characters 
remain for a few seconds afterwards, or when you see water splashing, but not the thing that 
caused the splash in the first instance, such as in David Hockney’s iconic painting, A Bigger 
Splash from 1967 (Figure 200). Linguistically, the term ‘animation’ also relates to ‘anime,’ the 
tradition of Japanese animated productions, as well as ‘animism,’ the notion that non-human 
elements contain a spiritual essence. 
An aspect of the project that I find hilarious is the various contraptions depicted in the film 
that are intended to thwart the racers. We see, for instance, a wind-up toy soldier with a flame 
on its head walking towards a rope, which proceeds to burn up its length to explode and burst 
open a large container of chocolate sauce. In another scene, we see a canon ball set oﬀ and 
bounce around and destroy a section of a forest of petrified wood. Depicted without humans 
at the centre of this activity, as well as their goals and expectations (that is, to win the races), 
we are shown a world that is alive and occurring on its own accord as the result of a kind of 
chaos theory or aleatoric system that is playing itself out in all of its absurdity. Removing the 
causes and eﬀects of these contraptions, we see their futility and failure, or from a Buddhist 
perspective their ‘emptiness.’ We also are shown a world where the human is not at the centre 
of everything, implying that without us here this phenomena would continue in our absence. 
Comic Louis C.K. has made the following joke in response to the question, ‘What happens 
after you die?’: “Actually, lots of things happen after you die, just none of them include you.”  473
 Stuever, Hank ‘FX’s ‘Louie’ and the blundering wisdom that comes with age,’ Washington Post, May 4, 2014. Last accessed 473
online on June 3, 2015 at: http://www.washingtonpost.com/entertainment/tv/fxs-louie-and-the-blundering-wisdom-that-comes-
with-age/2014/05/04/226d47cc-d0ab-11e3-937f-d3026234b51c_story.html
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 Figure 197. Adrian Clement, In Your Absence, You Are Everywhere (2014), digital video, dimensions variable, 
video still 
For the full video, see: http://adrianclement.com/in-your-absence-you-are-everywhere 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 Figure 198. Adrian Clement, In Your Absence, You Are Everywhere (2014), digital video, dimensions 
variable, video still 
For the full video, see: http://adrianclement.com/in-your-absence-you-are-everywhere 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 Figure 199. Adrian Clement, In Your Absence, You Are Everywhere (2014), digital video, dimensions 
variable, video still 
For the full video, see: http://adrianclement.com/in-your-absence-you-are-everywhere 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 Figure 200. David Hockney, A Bigger Splash (1967), acrylic paint on canvas, 242.5 x 243.9 x 3 cm  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CHAPTER 23. LIKE WATCHING PORN AFTER YOU CUM [SIC] 
The black line of priestesses, four by four, wound down the Hill of the Tombs, and as 
they went they began softly to chant. The tune was on three notes only, and the word 
that was repeated over and over was a word so old it had lost its meaning, like a 
signpost still standing when the road is gone. Over and over they chanted the empty 
word. 
—The Tombs of Atuan by Ursula Le Guin  474
Although In Your Absence, You Are Everywhere was the first video I started working on in this 
collection of works, the project gave me ideas to work on several other projects and to look at 
other very specific ideas that came up during the making of this larger work. Firstly, this 
included If You Listen Closely (2014) (Figures 201-2014), which became a compilation of 
background scenery stills taken from episodes between 1949 to 1994 of the cartoon series Wile 
E. Coyote and The Roadrunner (these episodes were ones that involved the input of the series’ 
creator, Chuck Jones). These stills, landscape shots depicting roads running through desert 
scenery, were drawn by background artists Pete Alvarado, William Butler, Philip DeGuard, Ron 
Dias, Robert Gribbroek, Maurice Noble, Tom O’Loughlin, Anthony Rizzo and Bob Singer, 
amongst others. Removing the characters, action, narrative and sound from the cartoon series 
and focusing instead on the imagery that is secondary to this, the sequence of images in this 
work subverts the role of background scenery by turning it into the foreground and making it 
the subject of a new animation. The silence in both works direct attention to the visual 
elements of the animation.  
In both video projects, the removal of sound that is normally attached to and associated with 
particular imagery provides a heightened awareness of the visual properties in say a shot of an 
explosion, which can now be experienced as simply flashing colour. This relates to a work I 
saw last year by James Turrell called Bullwinkle (2001) (Figures 205), which is an abstraction 
of episodes of the animated television series (The Rocky and Bullwinkle Show (1959–1964) to 
the point that it becomes simply colour fields, exploring the quality of light emitted from 
cathode ray tubes found in televisions that were made in the era the series was being 
produced. There is a similarity in the intention to isolate aesthetic properties, for them to be 
experienced separately from the whole in which they originate. This can also be evidenced in 
something like Cory Arcangel’s Super Mario Clouds (2002) (Figure 206), which features a 
continuously looping side-scrolling shot of the clouds from the early Super Mario games 
designed for Nintendo, again a separation of an aesthetic property from its original context for 
the possibility of seeing it for what it is. I liken this to a joke by Doug Stanhope, who claims 
that the actual act of sex is a disgusting thing, explaining by way of question, “Have you ever 
watched porn after you cum? [sic]”   475
The title of If You Listen Closely is borrowed from another animation, being the literal 
translation of the 1995 Studio Ghibli film Whisper of the Heart and proposes a seemingly 
paradoxical question in the context of a silent video that can be resolved when the notion of 
waiting for something to happen is discarded and one comes into the presence of the work 
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itself. In this project, I drew from my experience of Zen Buddhist meditation and perhaps this 
title is the most explicit reference to the problems of kōans, which are statements or 
questions, almost like jokes, proposed to students that may at first seem paradoxical and 
confusing, but are resolved when we are able to break through the intellectual constructions 
that prevent us from seeing the simple reality of things. So the title is a kind of question or 
provocation. What is it that one is able to hear if one listens closely? In the simplicity and 
serenity of these scenes which depict the stillness of an empty desert landscape, this answer 
can be resolved. 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 Figure 201. Adrian Clement, If You Listen Closely (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/if-you-listen-closely 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 Figure 202. Adrian Clement, If You Listen Closely (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/if-you-listen-closely 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 Figure 203. Adrian Clement, If You Listen Closely (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/if-you-listen-closely 
– –341
 Figure 204. Adrian Clement, If You Listen Closely (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/if-you-listen-closely 
– –342
 Figure 205. James Turrell, Bullwinkle (2001) (from Magnatron), mixed media, dimensions variable 
– –343
 Figure 206. Cory Arcangel, Super Mario Clouds (2002), modded Super Mario Bros. cartridge, dimensions 
variable, still 
– –344
 
CHAPTER 24. SEMANTIC SATIATION 
Compared to my previous two ‘silent’ video projects, my third and fourth videos are full of 
literal sound. Titled LOL and OMG after the internet colloquialisms meaning ‘Laugh Out 
Loud’ and ‘Oh My God,’ these videos consist of scenes from Wacky Races featuring 
the character Muttley laughing (voiced by Don Messick) compiled into a single video, along 
with monster sounds made by the villains in the three seasons of Scooby-Doo, Where Are You! 
(1969-1978). 
In LOL (2014) (Figures 207-208), the isolated aesthetic experience is the sound of Muttley 
laughing, but because the sound itself is quite abstract it doesn’t make sense unless it is 
coupled with the video. I originally wanted the sound to be isolated and to exhibit this as a 
sound work, but I discovered how important the visuals are. In time I also became really 
attracted to the footage; the silence of the animation is very funny. Incidentally, the work also 
isolates the little snippets of other sound eﬀects and music, and for me this becomes the 
primary experience several minutes into the work. I took a similar approach with OMG (2015) 
(Figures 209-210), but by using monster sounds from Scooby-Doo, and so it is almost the 
inverse of LOL. 
Both videos remind me of a moment in the TV series Mr. Show With Bob and David 
(1995-1998), where a character, played by Jay Johnston, returning home from his adventures 
hiking Mount Everest, tells his parents his story, inadvertently knocking down a large cabinet 
of his mother’s thimble collection. He then proceeds to spend the next hour or so fixing the 
mess together.  The joke is a funny piece of slapstick, but it’s how the joke progresses that is 476
incredible to me. Next, the man trips and knocks down the cabinet again, and this accident 
happens again and again as the character attempts to tell his story, and the accident 
transforms from something that was initially sort-of funny into something excruciating into 
something hilarious into something painful and so on. As the joke repeats, my experience as a 
viewer cycles through a transformation between pain and humour, with each cycle 
progressively more painful and more humorous. 
In another scene with one of the hosts of Mr. Show, David Cross from his album Bigger and 
Blackerer (2010) tells a joke that plays on the idiom of ‘fool me once,’ progressing with 
increasing absurdity and ‘political incorrectness’ to a line on ‘fooling me fourteen times,’ each 
progression alternating on this edge between something that is very funny and something 
that is very not funny.  Sarah Silverman recounts a time she shared with Louis C.K. where 477
they dared each other to strip and throw their clothes over the balcony of their building into 
the atrium. Silverman recalls, “I don’t remember who tossed the first article, but from there we 
took turns removing a single piece of clothing, dropping it into the void, and watching it float 
down to the lobby, sometimes catching on the branches of indoor hedges. Each round became 
more and more daring since we were less and less covered, until we were both naked. And just 
when you think you can’t get more daring than that, we climbed into the elevator and rode it 
down to the lobby, giggling with terror at the possibility that the elevator could stop at any 
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floor, or that once we got to the bottom any number of residents could be walking in.”  478
Eventually, Silverman and C.K. “wound up doing eleven full cycles of this” and “laughed 
harder each time because, in addition to the obvious risk of getting caught, there was the 
absurdity of doing the same fucking thing–chasing the same high–over and over again.”  479
LOL travels through a cycle wherein the laughter no longer heard as laughter, only to be later 
heard as laughter again, but perhaps in a diﬀerent way, what Douglas called “behind the 
structures of our normal experience”.  Or the monster sound may seem ‘scary’ at first, but 480
becomes absurd through simple repetition. A thing is thus isolated and repeated to a point 
where it becomes unknown and unfamiliar and it can be seen in a new light. My experience is 
a progression from something sort of funny—I might snicker—to something awkward and to 
something hilarious. 
Humour or comedy as a medium is something that is sometimes stigmatised as light 
entertainment, but I think humour is a serious medium that is significant for its ability to 
deconstruct intellectual constructions by pushing boundaries and taking us places that are 
often beyond our comfort zone or place of familiarity. There is, of course, historical 
precedence to these ideas in the 20th Century avant-garde movements of dadaism, futurism 
and surrealism, as well as contemporary artistic expression that have taken influence from 
these movements. This can also be seen in Zen Buddhism; I’ve compared kōan study to jokes, 
and in general Zen practice requires both lightness and humour as well as seriousness. There 
are some great stories in Zen literature that reflect this, one of my favourites being a story by 
Kōbun Chino, a renowned master of kyūdo, Zen archery. According to Steve Silberman, Kōbun 
was “once invited to give a demonstration of his skills at Esalen, the famed retreat centre near 
Big Sur”, where he “placed his feet in the traditional, grounded ashibumi stance, straightened 
his spine, drew the bow, and let loose his arrow — which not only missed the target 
completely, but soared over the fence behind it, plummeting into the Pacific below.”  The 481
response? Silberman says, “the spectators were aghast until they looked up at Kōbun, who 
gleefully shouted, ‘Bullseye!’”  482
 Silverman, Sarah, op. cit., p. 89478
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 Figure 207. Adrian Clement, LOL (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/lol  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 Figure 208. Adrian Clement, LOL (2014), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/lol  
– –348
 Figure 209. Adrian Clement, OMG (2015), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/omg 
– –349
 Figure 210. Adrian Clement, OMG (2015), digital video, dimensions variable, video still 
For the full video, see: http://adrianclement.com/omg 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CHAPTER 25. IMPERCEPTIBLE CONDITIONS 
In 2016, I collaborated with fellow artist Hayley Rose Hill (b. 1987) on a collection of works that 
we presented for an online exhibition called White, the result of a 2014 Ashfield Council Arts, 
Culture and Environment Grant, and subsequently we exhibited these projects alongside 
several new installation pieces for an exhibition at Verge Gallery in 2016 (Figures 211-215). We 
chose ‘Hamish & Rose’ as our collaborative name: ‘Hamish’ being my middle name, and ‘Rose’ 
being Hill’s middle name. Incidentally, the works that we produced together for White exist in 
liminal spaces, much like a middle name is positioned between our given and family names. 
The word ‘middle,’ meaning literally “at an equal distance from the extremities of 
something”,  refers to the place where Hill and I, having diﬀerent but not completely 483
disparate practices, meet in our collaboration as Hamish & Rose. Although we did not produce 
any truly collaborative projects, the works we made were made with the idea of presenting 
them together, under the identity of Hamish & Rose, in the context of the White online 
exhibition. The exhibition, which was inspired by graphic designer Kenya Hara’s 2010 
publication White, explored white not as a colour, but as a sensory experience that in 
traditional Japanese culture is linked to emptiness and silence.  
As I will explore, the liminality  between the perceptible and the imperceptible is central to 484
many of the works that comprise the exhibition White. Beginning with Almost (2016) (Figure 
216), I produced a series of three inkjet prints on archival cotton rag paper, each sized at A4. 
Created digitally, each print is monochromatic, in the pastel colours of blue, pink and yellow, 
but at extremely low opacities of 10%. Thus, the works are experienced in a liminal space 
between being colourless (white) and coloured (blue, pink and yellow). They are 
simultaneously almost white, as well as almost blue, pink and yellow, depending on how one 
perceives them. Before getting these works printed, I was trying to settle on an appropriate 
opacity, finally deciding on 10%. In the days leading up to the printing, I was, on some 
occasions, worried that the prints had too much colour, and on others shocked that they 
didn’t look like they had any colour at all.  
This experience reminded me of one of my favourite works that I’ve produced, a sound 
installation called Sine Wave With Reverb for an exhibition at Project Contemporary Art Space 
in Wollongong in 2010. The sound installation consisted of two speakers set up in the gallery 
space near, but not directly related to, a collection of long-exposure photographs that I had 
made that mapped out the trajectory of a person skateboarding at night at a skatepark at night 
in the dark with a light attached to the board. The sound I made was a simple sine wave with 
reverb at a medium-high pitch (not unpleasant), which faded in over a long crescendo and 
faded out over a long decrescendo, on loop throughout the day. The volume was set at a level 
where it was almost imperceptible for the sound to be heard as it faded in, but could be heard 
 ‘Middle,’ Oxford Dictionary of English (Oxford: Oxford University Press, 2010/2013). Last accessed online on February 16, 2016 483
at: http://www.oxforddictionaries.com/definition/english/middle
 ‘Liminal’ is the Latin word for “threshold” and was coined as a term by anthropologist Victor Turner to describe places that 484
are in some way ‘betwixt and between’, where we are (according to fellow social anthropologist Sherry Turkle) “most free to 
explore identity in places outside of our normal life routines.” These are places that are “literally on the boundaries of things.” 
See: Turkle, Sherry, Alone Together: Why We Expect More from Technology and Less from Each Other (New York City: Basic Books, 
2011), p. 329
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at its mid-point, even though it was quite a subtle sound. Sitting the gallery one day, I 
observed people who were completely unaware of the work’s sound, and on other occasions, 
asked me, perplexed when they finally heard it, “What is that sound?” As a bit of a prankster 
(and now recognising how central humour and play is to my practice), I greatly enjoyed these 
responses. However, the joke was on me when on the same day I thought I started to hear a 
sound coming from somewhere within the gallery, and got up to investigate. I was completely 
perplexed myself, unable to locate the sound physically or intellectually, until it dawned on 
me that it was my own work. The joke was also on me when I received the prints for Almost 
from the printer, alongside another work called The Unseen (2016) (Figure 217), which is 
completely blank, and I couldn’t distinguish which print was which. Thus the works are 
almost white or almost colour as much as they are almost the same, despite their individuality. 
Just as my own experience fluctuates between being able and being unable to see the colour of 
the prints, I envision this same experience for audiences. Without presenting these works with 
the idea that the perception of colour is the better or ultimate experience, it is necessary for us 
as human beings to filter certain things out of our consciousness, and to highlight others, such 
as the sound of a ticking clock, which in its consistent tempo often fades to the background of 
our awareness, as opposed to the sound of a ticking bomb, which we naturally become highly 
attuned to through our survivalist instincts. Occupying the subtle space of the former, the 
colours of Almost go unnoticed until we turn our attention towards them and—to use a 
metaphor borrowed from the aforementioned experience of the installation Sine Wave With 
Reverb—listen closely to their sound. However, it is possible, like a sound that is high-pitched
—such as the so-called ‘mosquito tone’ a frequency that cannot be heard by adults or those 
with hearing damage—that the three prints that comprise the Almost series remain 
imperceptible to some. I believe the predominate experience of this work, even as one turns 
their attention towards the prints, will be one of being situated in a place of unknowing.  
In White, Kenya Hara writes about selecting white paper for the design of his book, 
commenting that “there are infinite kinds of white paper” and that “we must find a balance 
between ‘reddish whites,’ ‘bluish whites’ and ‘yellowish whites’ and decide on the proper 
length and thickness of the fiber” so that “each part of the book can play its proper role: the 
front cover conveys a powerful silence; the inside cover the purity of first openings; the title 
page the texture of new beginnings; while the body of the text sets the words and pictures 
against a clear background, or whispers “touch me!” to the reader’s fingertips.”  Thus, “white 485
steps forward or back in relation to the colours surrounding it” and we perceive ‘whiteness’ as 
“a phenomenon that arises within our sensitivity.”  Like much of my other work to date, I 486
took to this collaborative project with the intention to explore Hara’s notion that white is not a 
fixed construction, but rather something that is fluid, and is better understood tacitly.  
Almost, which exists at the threshold between white and colour, provides an experience of 
white that does not make sense (or cannot be resolved) by our intellect, but is understood 
through our senses. That is to see, in viewing these prints, one gets the sense that something is 
 Hara, Kenya, White, op. cit., p. 21485
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amiss,  but cannot articulate what is going on because of its incredible subtlety. Operating 487
also at the threshold between the perceptible and the imperceptible, where nothing is certain 
or fixed, the works suspend viewers in an empty space and the silence of unknowing. These 
prints encapsulate the essence of my ongoing enquiry into work that is outside of concepts 
and unmediated by ideas and understood instead through our senses.  
Stepping further into the imperceptible, I produced an additional inkjet print on archival 
cotton rag paper titled The Unseen also sized at A4. In this work, the image that I created 
digitally was a white background. Making sure that the printing lab understood my intentions, 
I sent them the digital file, which they downloaded to their computer and sent to the printer. 
Because the printer does not use white ink and the paper that the print is printed on is also 
white, the computer software tells the printer that white areas are empty, thus rendering The 
Unseen completely blank, an inkjet print in which no ink was actually used, despite the print 
having gone through the process of being printed. Challenging the saying that a painted rice 
cake cannot satiate hunger, Dōgen Zenji, founder of the Sōtō school of Zen Buddhism, wrote 
that the painted rice cake contains eyes, arms and paint, commenting on its reality (both the 
factors that result in it coming into being as well as its present materiality) and how this is 
inseparable from the image that it portrays.  In detailing the process of the work in the 488
accompanying description of The Unseen, I point to its reality, highlighting, like the essay ‘I 
Pencil,’ that even a blank piece of paper is the result of processes and interconnectedness that 
are beyond our ability to conceptualise.  
In White, Hara observes that the kanji for the word ‘white’ in Japanese is meant to resemble a 
skull, the kind of bone left by an animal after its death, bleached by the sun, suggesting 
notions of mortality and immortality. Hara writes:  
The etymology of the word shiro, or ‘white,’ one of the four traditional Japanese 
colours, is rooted in the ancient word shiroshi, which is in turn connected to the words 
itoshiroshi and ichijirushi. All of these terms are based on the corporeality of things. 
Ichijirushi is a clear and objective condition which manifests itself in the purity of light, 
the lucidity embodied in a drop of water, or the force of a crashing waterfall. Shiroshi, 
on the other hand, is the state of consciousness we enter when we focus on these 
things, when our senses seem to vibrate like the strings of a koto. Over a long history, 
these ancient words were absorbed into the concept of ‘white’ or shiro, and established 
as an aesthetic principle.  489
Hara goes further by examining that the word ‘emptiness’ in Japanese actually has the 
character for ‘white’ within it. And in his observations on the religion of Shintoism, he notes 
that the aesthetic use of white in various traditions of ceremony and ritual, as well as further 
examples of white being equated with emptiness (such as the temple of worship in Shintoism, 
a site of physical emptiness, which literally translates to ‘white with a roof’). Hara looks at 
 For example: Are the works white or are they coloured? It is worth noting that on my website, Almost has been categorised as 487
both polychromatic and white.
 O’Connell, Susan, ‘The Real Thing: Enlightenment and the Internet,’ San Fransisco Zen Centre (June 6, 2015). Last accessed 488
online on 16 February, 2016 at: http://www.sfzc.org/the-real-thing-enlightenment-and-the-internet
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white not as an aesthetic but as a concept of emptiness, in which white is an empty container 
that has the capacity to hold everything.  
Hill’s two installations for the exhibition employ the use of white or neutral objects, which are 
conceptually empty, to create experiences that illuminate our consciousness of transience and 
invoke our senses. This includes Once (2016) (Figures 218-219), which is comprised of a white 
candle that, once burnt, leaves its trace in the remains of wax. The white candle is neutral (or 
conceptually empty) and only implies a certain potency that can be shaped by the intentions 
of ritual. Similarly, in the installation Rose Water (2016) (Figure 2220), which is simply a bowl 
filled with rose water, the visual aesthetic of emptiness conveyed through the white porcelain 
and clear water, is juxtaposed by an invisible and intangible impression of roses invoked by its 
scent. As Hara writes in Designing Design, it is within this space of visual emptiness that “a 
whisper of production generates the greatest image.”   490
Ghost comprises two small sculptures made from custom-ordered Lego pieces that were 
discussed previously in chapter sixteen. A white structure that sits next to, and juxtaposes, a 
transparent structure echoes the aesthetic of Hill’s artist book White Water (2016) (Figures 
221-227), a series of close-up photographs of a small waterfall in the Kerripit River on the site of 
her parents’ property near Barrington Tops (aﬀectionately known as ‘The Block’). On each 
two-page spread of a small (18 x 18 cm) white hardcover book that I helped design, the left-
hand page is white, whilst the right-hand page is a full-page image of each photograph from 
the series of twenty-two photographs that are repetitive, yet subtly diﬀerent. The photographs 
recall the liminal space represented in contrast to the solid white of the first structure and the 
transparency of the second structure in the Ghost sculptures, on account of the lucidity of 
water in White Water that appears white because of the force of the waterfall. These 
photographs capture the quality of ichijirushi, which to recall Hara again, is “a clear and 
objective condition which manifests itself in the purity of light, the lucidity embodied in a 
drop of water, or the force of a crashing waterfall.”  I also produced an artist book for our 491
exhibition White, titled Apparition, which I discussed in chapter twenty.  
In Hill’s Grose River Valley (2016) (Figures 228-230), a photographic diptych printed as two 
separate A4 inkjet prints on archival cotton rag paper depict a view over the Grose River Valley 
from Evans Lookout in the Blackheath area of the Blue Mountains during a day of fog and 
mist.  The photographs take up less than one half of the A4 page, again, like White Water 492
leaving empty space. As Hara writes in White on Hasegawa Tohaku’s (1539–1610) painting 
‘Pine Trees’ (“one of Japan’s most celebrated artworks”), the artwork “is one of the prototypes 
that shape and convey [the] aesthetic taste” of the “paradoxical representation of empty space 
in pictorial art and it has helped them develop an imaginative capability that moves far 
beyond natural descriptive detail.”  Hara continues, “in other words, an unpainted space 493
should not be seen as an information-free area: the foundation of Japanese aesthetics lies in 
that empty space and a host of meanings have been built upon it. An important level of 
 Hara, Kenya, Designing Design, op. cit., p. 277490
 Hara, Kenya, White, op. cit., p. 11491
 In another photograph I took on the same day at a lookout in Katoomba, tourists are seen looking out into an impenetrable 492
whiteness. See: http://adrianclement.com/katoomba-21-03-2015/
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communication thus exists within the dimension we call ‘white.’”  The ethereal quality of 494
white mist and fog that is captured in the photographs comprising Valley is reminiscent of the 
use of white in Tohaku’s painting of pine trees, which “seems to emphasize the empty space 
between the trees rather than the trees themselves.”  Hara observes that “the exquisitely 495
dense atmosphere is filled with a subtle movement that leaves viewers’ senses drifting in that 
space.”  Hara concludes that, “despite its vagueness, our senses are drawn into that white 496
space, where they are left to sway back and forth.”  497
As Hill and I spent a day at various lookouts in the Blue Mountains, we became aware of how 
alive the mist was. In the aforementioned photograph of tourists staring into a white fog, 
twenty minutes later we saw them looking out onto the landscape in clear view. The thickness 
of the fog in the moment of Hill’s photographs was gone or changed soon thereafter. Like the 
colour white, the mist is transient and immaterial; a form that is, essentially, formless.  
The artist James Turrell, who is well known for his work with light and colour, has created 
several large-scale installations that reference—and seek to recreate—his experiences of 
sensory deprivation as a pilot who has flown through and become emerged in clouds. 
Speaking about his work in an interview with Art News, the artist Turrell comments that “My 
work is very literal and in that sense very American ... It’s not about light—it is light.”  498
Although part of how Hill and I have made our artworks for this project is by working with and 
through various ideas and concepts about white, the emphasis of our projects is likewise as 
literal and direct as Turrell’s, emphasising, above all, materiality and sensory experience. 
Whilst I acknowledge that our work is rooted in the tradition of conceptual art practice, I see 
the conceptual as a valuable starting point that is ultimately best served when it points to the 
‘suchness’ of our experience. In our exhibition White, we sought to express and present 
experiences of white itself, through work that explores ritual, transience, immateriality and 
the liminality between the perceptible and the imperceptible. 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 Figure 211. Hamish & Rose, White (2016), Verge Gallery, Sydney, installation view  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 Figure 213. Hamish & Rose, White (2016), Verge Gallery, Sydney, installation view  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 Figure 214. Hamish & Rose, White (2016), Verge Gallery, Sydney, installation view  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 Figure 215. Hamish & Rose, White (2016), Verge Gallery, Sydney, installation view  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 Figure 216. Adrian Clement, Almost (2016), series of 3 inkjet prints on archival cotton rag paper, each sized 
29.7 x 21 cm 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 Figure 217. The Unseen (2016), inkjet print on archival cotton rag paper, 29.7 x 21 cm 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 Figure 218. Hayley Rose Hill, Once (2016), candle and caesar-stone, dimensions variable 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 Figure 219. Hayley Rose Hill, Once (2016), candle and caesar-stone, dimensions variable, installation detail  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 Figure 220. Hayley Rose Hill, Rose Water (2016), bone china bowl and rose water, 7 x 15 x 15 cm  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 Figure 221. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm  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 Figure 222. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 223. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 225. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 226. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 227. Hayley Rose Hill, White Water (2016), 52-page hardcover artist book, 18 x 18 cm, detail  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 Figure 228. Hayley Rose Hill, Grose River Valley (2016), inkjet prints on archival cotton rag paper, each sized 
29.7 x 21 cm 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 Figure 229. Hayley Rose Hill, Grose River Valley (2016), inkjet prints on archival cotton rag paper, each sized 29.7 x 
21 cm, detail  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 Figure 230. Hayley Rose Hill, Grose River Valley (2016), inkjet prints on archival cotton rag paper, each sized 29.7 x 
21 cm, detail 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CHAPTER THE LAST. AN INNATE LONGING 
In his introduction to The Unknown Craftsman, Bernard Leach writes that, “every artist knows 
that he [sic] is engaged in an encounter with infinity, and that work done with heart and hand 
is ultimately worship of Life Itself” and that a work of art “is not an expression of the maker 
alone, but a degree of enlightenment wherein infinity, however briefly, obliterates the minor 
self.”  This seems to be aesthetically evident in the so called ‘one-corner’ style of painting 499
that originated with Ma Yüan (1175-1225, see Figure 231 for a later development of this style), 
the Chinese painter of the Song Dynasty, and later developed into the style of ink wash 
painting that spread throughout China, Korea and Japan. This style of painting is able to 
capture, or point to, the absolute interconnectedness of our lives, through a relatively sparse 
depiction of form and a careful application of brushstrokes. Writing on a painting by Mokkei 
from the late thirteenth century (Figure 232), D.T. Suzuki observed how “a solitary bird on a 
dead branch, in which not a line, not a shade is wasted, is enough to show us the loneliness of 
autumn, when days become shorter and nature begins to roll up once more its gorgeous 
display of luxurious summer vegetation.”  This reminds me of Antonie de Saint-Exupery’s 500
remark that “if anything at all, perfect is finally attained not when there is nothing more to 
add, but when there is nothing more to take away, when a body has been stripped down to its 
nakedness.”  In this sense, the simplicity of our lives just as it is, represented by these artists, 501
is depicted when we remove, or restrain, ourselves from impeding our perception of the world. 
This philosophy and aesthetic can also be evidenced in the practice of contemporary artists. 
One such example that is relevant to my research because he is also situated contextually 
alongside Hara, is Hiroshi Sugimoto (b. 1948) and his well-known photographic series 
Seascapes (Figure 233). Reflecting on his work, Sugimoto commented that each time he views 
the sea he feels “a calming sense of security, as if visiting my ancestral home,” embarking on a 
“voyage of seeing”.  To me, this ‘ancestral home’ is also what traditional Japanese painters 502
and calligraphers were depicting in their work—our original nature which we return to when 
we get our ‘self’ out of the way. 
In Yanagi’s text he writes, in response to the question, “Why do we long for beauty?”, that “the 
world of beauty is our home and that we are born with love for a home” and thus “to long for 
beauty, therefore, is the same as to long for home.”  He asserts that the aesthetic of 503
simplicity that traditional artists, such as Mokkei, employ in their work is the result of a Zen 
Buddhist practice. It’s worth noting that many of the most significant painters of this style 
were also Zen masters. Several examples that D.T. Suzuki provides include Musō, the National 
Teacher (1275-1351), Chō Densu (d. 1431), Kei Shoki (fl. 1490), Josetsu (fl. 1375-1420), Shūbun (f. 
1420-50) and Sesshū (1421-1506), writing also that “the Zen masters may not make good 
philosophers, but they are very frequently fine artists.”  504
 Yanagi, Soetsu, op. cit., p. 90499
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D.T. Suzuki writes that if Eastern (and Western) people “want to achieve something in the 
world of art and religion”  they should “subject themselves to … [the] kind of discipline” that 505
constitutes Zen Buddhist practice, for creative genius can only manifest when Zen is 
thoroughly understood.  D.T. Suzuki also writes that Zen has “helped the Japanese not to 506
forget the soil but to be always friendly with Nature and appreciate her unaﬀected simplicity” 
and although “Life is simple enough”, it “presents unparalleled intricacies” when it becomes 
“surveyed by the analyzing intellect.”  The artists that Suzuki cites present an aesthetic of 507
simplicity that reflects and embodies their understanding of the simplicity of life unburdened 
by self-centred thoughts. 
In regards to the Japanese tea ceremony (chanoyu) and its historical development, it first 
began to develop in Japan concurrently with Zen as the result of the Buddhist priest Eisai 
(1141-1215) in the thirteenth century, who, motivated by his dissatisfaction with how Buddhism 
was being practiced in Japan at the time, travelled to China where he studied in the Linji 
school of Chán Buddhism and subsequently brought home with him the seeds of the Rinzai 
school of Zen Buddhism and the origins of chanoyu. William Scott Wilson, author of The One 
Taste of Truth: Zen and the Art of Drinking Tea (2013) writes that Eisai literally brought with 
him tea seeds and possibly bushes and “the customs and uses of tea he had learned in Chinese 
Zen temples.”  Chanoyu was designed as introducing the practice of Zen Buddhism to non-508
Buddhist practitioners, including laymen and government oﬃcials. Yanagi writes that “the 
Tea ceremony was, as it were, an aesthetic manifestation of Zen or a way of practising Zen in 
the world of beauty, and a Tea master might have been called a Zen monk living in the world 
of beauty” and that “its spirit should be identical with the spirit of Zen has been the ideal of 
the ceremony.”  509
According to Yanagi, the elements that comprise chanoyu are: “The choice of utensils, the 
successive stages of preparation, the etiquette of drinking, the structure and decoration of the 
room, the arrangement of gardens—these, as well as other visible forms, are the agents used in 
the pursuit, the aim of which is not merely appreciation, but rather the experience of beauty 
in the midst of daily life, not merely seeing but also acting.”  Chanoyu also combined art 510
(evident in the use of scrolls and flower arrangement), literature and philosophy (evident in 
the philosophical phrases written on the aforementioned scrolls) architecture (evident in the 
housing of the building) and design (the crafts of tea-ware), forming the equivalent of a 
classical education and providing an example of the benefit of integrating disciplines together 
as a whole rather than segregating them. 
Chanoyu is relevant to contemporary culture because of its emphasis on the beauty in our 
everyday lives and Yanagi makes this point by saying that “Tea taught people to look at and 
handle utilitarian objects more carefully than they had before, and it inspired in them a 
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deeper interest and greater respect for those objects.”  Yanagi mentions that the use of scrolls 511
(see Figure 234 for an example of Yanagi’s own) that were hung in the tea-rooms were seen as 
practical objects and opposed to paintings of fine art. 
Much of the aesthetic terminology and concepts that we associate with traditional Japanese 
culture can be evidenced in the context of chanoyu. Yanagi refers to the aesthetic term shibusa 
in his writing. Whilst there is no exact English translation for the adjective shibui or the noun 
shibusa, words that are close to its meaning are ‘austere,’ ‘subdued’ and ‘restrained.’ Yanagi 
writes that, “to the Japanese, the word is more complex, suggesting quietness, depth, 
simplicity and purity” and a beauty that is “introversive, the beauty of inner radiance.”  This 512
aesthetic characterises a painting style known in Japan as nanga, which is similar to the 
traditional Japanese paintings discussed previously, especially in their use of large blank 
spaces. Yanagi writes that “such a space is not empty, but implies and suggests something 
immeasurably large.”  Nanga deeply embodies Buddhism and “inevitably subscribes to the 513
criterion of shibusa, a vital part of the inheritance of the Japanese, nurtured by Buddhism and 
disseminated by tea.”  514
Another aesthetic term, common amongst Westerners to describe the aesthetics of Zen 
Buddhism and Japanese culture is wabi. D.T. Suzuki calls wabi an “appreciation of 
transcendental aloofness in the midst of multiplicities.”  In a literal sense, wabi means 515
‘poverty’ or to be poor. D.T. Suzuki writes that it implies a person is “not to be dependent on 
things worldly—wealth, power and reputation—and yet to feel inwardly the presence of 
something of the highest value, above time and social position.”  In more ordinary terms, 516
“wabi is to be satisfied with a little hut, a room of two or three tatami (mats), like the log cabin 
of Thoreau, and with a dish of vegetables picked in the neighbouring fields, and perhaps 
listening to the pattering of a gentle spring rainfall.”  It is my understanding that if you 517
wanted to enter a monastery, you didn’t do so out of an intention to gain a better life. Rather, 
one lived a life of relative poverty and you ate brown rice (as opposed to refined white rice), 
which is what poor people commonly ate, drunk low-grade green tea from the branches or the 
root of the plant (known as bancha, as opposed to other Japanese green teas that are derived 
from its leaves, such as sincha and sencha) and wore straw (as opposed to leather) sandals. 
In the work of tea-bowls used in tea ceremony (see Figure 235 for an example of a bowl by 
Shoji Hamada that employs a similar style), “the early Tea Masters perceived what may be 
termed the virtue of poverty” according to Yanagi.  “Yanagi asserts that poverty has played a 518
profound spiritual role in all religions, citing the example of St. Francis of Assisi, who in 
Christianity preached the virtue of ‘Holy Poverty’ and founded his mendicant order on the 
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basis of it.  In Buddhism, according to Yanagi, this is almost identical to a philosophy of 519
‘emptiness,’ “which urges the renunciation of all dualistic opposition and characterises this 
sphere of nothingness by the name of ‘poverty.’” Furthermore, “the spirit of poverty, as 
revealed in the world of beauty, is what we call shibusa; it is the humility that may be 
described as subdued, austere and restrained, and the ‘poverty’ itself as plain, simple and 
serene.”  520
D.T. Suzuki rightly points out that wabi has become something of a cult, in terms of how 
deeply the concept has entered the life of the Japanese people, and that “despite the modern 
Western luxuries and comforts of life which have invaded us [Japanese culture], there is still 
an ineradicable longing in us for the cult of wabi.”  For “even in the intellectual life, not 521
richness of ideas, not brilliancy or solemnity in marshalling thoughts and building up a 
philosophical system, is sought; but just to stay quietly with the mystical contemplation of 
Nature and to feel at home with the world is more inspiring to us, at least to some of us.”  522
What’s more, “we all seem to have an innate longing for primitive simplicity, close to the 
natural state of living.”  Wabi is in contrast to our tendencies for grasping and greed; our 523
innate longing for the natural state of living is a simplicity that is liberated from these 
tendencies. 
The artist Agnes Martin (1912–2004) appears to have lived and worked in accordance to wabi 
in this capacity, having lived a life of poverty and isolation. In the 1950s, Martin endured 
extreme poverty and lived in her dirt-floor adobe studio in Taos, New Mexico, later returning 
to a simple life approximating this poverty, isolated amidst the New Mexico desert and—
further in line with Zen Buddhism—claimed in her late years to have stopped thinking 
altogether. There is an aﬃnity between Martin and Buddhism, not just in her almost monastic 
and wabi life, but in the fact that her work was an act of meditation or mindfulness for her. In 
an article by Karen Schiﬀ for Tate Etc., it is claimed that Martin would spend ten minutes 
looking at her work in the morning, immediately after waking, in the same way one might 
meditate first thing in the morning.    524
As an artist, Martin explored notions of beauty and aesthetics common to the Buddhist 
philosophy explored thus far, where beauty is equated with the ‘suchness’ of life. Like 
Buddhist meditation, Schiﬀ writes that Martin’s studio practice often involved periods of 
waiting and attempting to be calm. Schiﬀ claims that it was these conditions that enabled 
Martin to have a breakthrough when attempting to concretise the quality of innocence that 
she observed in trees. The image of a grid came to Martin’s mind, which satisfied her because 
it simultaneously evoked the innocence of trees without resembling anything figurative.  525
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The resulting six-by-six-foot painting The Tree (1964, Figure 236) was able to convey for Martin 
a subtle joy in basic sensory perceptions as opposed to “dramatic feelings or narratives”.  526
As opposed to the so-called ‘minimalist’ artists of her era,  whose work was highly 527
conceptual and based on a kind of rationality, Martin sought to express joy without inhibition 
(“her main theme remained an unalloyed upliftedness: she once said she had spent ten years 
painting ‘praise’” ) through aesthetics, evident in the softness and serenity of her work, 528
notably its pastel colours, “diﬀerent combinations of pale, primary hues: coral, morning sun, 
sky”  and her lines and bands which were are not hard and harsh, but were “precise without 529
being fussy” which made the work “invitingly human.”  (e.g. Figure 237, Untitled #5 from 530
1998)  
Martin is also an artist I identify with on the grounds of her mental illness; Martin is known to 
have suﬀered from schizophrenia and often needed to take time oﬀ and withdraw from the 
social scene of New York during periods when she became acutely unwell. One could say 
Martin was spiritually inclined to live the life that she did, and that her hardships during 
childhood and the mental illness she experienced as an adult became a catalyst for her 
spiritual practice, ultimately recognising joy in the midst of suﬀering, knowing well that 
“reality included distress, disease, even destitution.”  In the truest sense of the word, 531
Martin’s life in the New Mexico desert, a place of restorative silence, was certainly a life of 
wabi. 
In my interviews with Dawson, I asked him about the term wabi and the innate longing for 
simplicity that wabi embodies. I also quoted from Ezra Pound, who said: “Man is an over-
complicated organism. And if he is doomed to extinction he will die out for want of 
simplicity.”  Dawson responded by saying that in a traditional Japanese temple or even a 532
centre in Australia, the interior design and ambience of such a place is geared towards 
simplicity, following the Japanese aesthetic of having a room that is clear without clutter.  533
The space is often sparse, characterised by the use of black cushions (zafu and zabuton) and 
decorated with a single piece of artistic expression, such as a vase with one flower in it.  The 534
relationship between an uncluttered space and simplicity mirrors Zen training, which is 
geared towards cultivating an uncluttered and thus simple mind.  Dawson emphasises that 535
this mind is not unintelligent, however, it is simply uncluttered and absent of our habitual 
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and insistent thinking patterns of analysis and interpretation, often pertaining to our self.  536
This thinking is not something reserved for intellectuals (and I would like to clarify, as I have 
throughout this text that it is not a rejection of all intellectual thinking processes), but a 
certain kind of thinking that all people are partial to, one which is unmediated and 
ungrounded in our reality and by nature busy. According to Dawson, it is the un-cluttering, 
simplifying process that leads one into a direct experience of the here and now, unhindered by 
any barrier or separation between your sense of self and the experience of immediacy itself.  537
The relationship between simplicity and poverty that Martin embodied through her life and in 
her artistic work, is closely linked to the concept of wabi. Poverty, and how it relates to 
simplicity, was the topic of further discussion with Dawson, who initially emphasised the 
close similarity between both poverty and simplicity to humility. Dawson stated that poverty 
of spirit is about being humble, and that this is evidenced in the tradition of Zen Buddhism in 
Japan where monks would wear inexpensive sandals and eat brown rice, mirroring the 
lifestyle of the lower-class and impoverished communities, including farmers.  538
Furthermore, Zen Buddhist temples were marked by the working spirit of the people, “and you 
weren’t putting on airs and graces or looking for status.”  Dawson contrasts status-seeking 539
with poverty, which he called “the bare bones from which to live from.”  In the healthy sense 540
of the word ‘poverty,’ one lives a life of simplicity.  I brought up the Zen Buddhist practice of 541
oryoki, a mindful, ritualised ceremony of eating. Translating to ‘just enough,’ the word oryoki 
refers to eating just enough food, both not too little and not too much.  The practice teaches 542
us about the virtue of having just enough to satiate your physical needs, no more than is 
necessary.  According to Dawson, it contrasts our habitual tendencies towards grasping and 543
aversion, wherein “most people want more and more of a good thing.”  Oryoki extends 544
beyond the eating ceremony and becomes an instructive way of living your life, in a way 
where every moment becomes just enough.  545
This chapter has explored the notion that we have an innate longing for simplicity, and that 
this simplicity is our original nature and thus our sense of home or belonging. Practices such 
as Zen Buddhism help us deconstruct certain kinds of intellectualisation that create a barrier 
between our selves and immediate experience. When the conceptual divisions between self 
and our experience are themselves ultimately dissolved, simplicity is what we arrive at. I have 
looked to D.T. Suzuki and Soetsu Yanagi who equate beauty with simplicity and emphasise the 
relationship between the aesthetics and values of simplicity. This has been explored in the 
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context of artists associated with traditional Japanese culture, who saw their work as an 
extension of their practice of Zen Buddhism. These artists present an aesthetic of simplicity 
characterised by aesthetic concepts of traditional Japanese culture, such as shibusa and wabi, 
which help them to reflect and embody a life of simplicity unburdened by self-centred 
thinking. To further explore this mirroring between aesthetics and values, I discussed the 
ritualised ceremonies of chanoyu and oryoki, which is geared towards the integration and 
embodiment of the values of Zen Buddhist practice. In both the traditional Japanese artists 
that I have cited and the contemporary artists Sugimoto and Martin, I have illustrated the 
potential for artistic work as a form of practice that one can employ to integrate the principles 
of simplicity into their life. 
– –382
 Figure 231. Ma Yüan, Angler on a Wintry Lake (1195), ink and wash painting, 141 x 36 cm  
– –383
 Figure 232. Mu Qi (also known as Mokkei), Wagtail on a Withered Lotus Kingfisher on a Reed (12-13th Century), ink 
and wash painting, 79.3 x 30.8 cm 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 Figure 233. Hiroshi Sugimoto, Seascape: Baltic Sea, near Rügen (1996), silver gelatin photograph, dimensions 
variable by edition 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 Figure 234. Yanagi (Soetsu) Muneyoshi, Mushin (ca. 1889-1961), ink on paper, mounted as a hanging scroll, 41 x 31 
cm 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 Figure 235. Shoji Hamada, Thrown, combed tea bowl (1958), ceramic, 13 x 13 cm 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 Figure 236. Agnes Martin, The Tree (1964), oil and pencil on canvas, 182.8 x 182.8 cm  
– –388
 Figure 237. Untitled #5 (1998), acrylic and graphite on canvas, 152.4 x 152.4 cm 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TO THE OUTSIDE 
(Outro) 
I. Everything Comes Back to Just This  
I wrote in the introduction of this text that I go to great lengths to reject an underlying 
conceptual premise for my art practice. One of my colleagues, upon seeing some of my new 
work, commented that I like to “fuck with people’s heads,” both because of the work’s content 
(inkjet prints of single colours at such low opacity as to be imperceptible) as well as the fact 
that it appeared to him that I am constantly employing new strategies as an artist and keeping 
my audience on their toes, so to say. And this is true in both the sense that I like to challenge 
my audience and also because I want to keep my practice alive and in movement and not 
stagnant and reductionistic.  
However, if you can indulge me in one seeming reductionism, one might say—and I’m saying 
it—that this resistance is in fact something that characterises my work at large. This is to also 
say that the absence of a conceptual premise in much of my work can invariably be seen as 
something that connects such a disparate body of work. This resistance of a singular thematic 
concern and its absence can be understood as emptiness, and so if there is one word that I will 
use here to summarise my work at large, it is ‘emptiness.’ But as I have demonstrated, this is 
an emptiness of self and of intellectual constructions, and within this absence, what is 
manifested is not the dualistic notion of meaninglessness or nihilism, but a space of curiosity 
and potentiality; a place for us to drop out of our thoughts and judgements and into our bodies 
so that we can encounter the world afresh and unmediated through our senses. What is 
manifested in this emptiness is simplicity, and as I have emphasised throughout this text, this 
is a simplicity rooted in traditional Japanese culture and Zen Buddhism, contrasting—but not 
entirely opposed to—the rationality of Western Modernism and Minimal Art. The simplicity I 
identify my work with is what is referred to in a Buddhist context as ‘suchness,’ and indeed the 
point of this whole text—through many words—and my whole body of work—through many 
symbols—is to bring viewers back to an experience of ‘just this.’ Emptiness can provide this, 
because it is a container that holds everything within it. It is nothing and so therefore 
everything, as Hara would say. And everything is the flow of momentary experience.  
II. An Iron Ball You Can’t Vomit Out, Even If You Wanted To  
In my infancy as an artist, I was infatuated with Seinfeld and the notion that something could 
be about nothing. It is something I proposed to the art-world I found myself in, and I found it 
challenged people and the institutions immensely. In my naivety, I did not understand why 
this was challenging. But as I have explored throughout this text, I learnt that we are 
challenged to accept that something can stand as it is, without being mediated by self-centred 
thoughts and judgements, not just in the art-world, but as a society at large. It is a 
vulnerability in us as human beings who cling to a self-centred dream or perspective, perhaps 
as a hangover of our evolutionary tendencies towards protecting ourselves, albeit 
dysfunctional within our contemporary culture. And it is a trend towards being distracted, 
caught up in our self-centred dream. When I spoke to Dawson about the aﬀordances of 
technology designed today, like mobile computing devices, he agreed with me that the use of 
– –390
 
technology is very self-absorbed and cultivates impulsivity and instant gratification. But more 
poignantly, Dawson emphasised that when he walks to work everyday, he observes people 
everywhere on their iPhones, and that these people “aren’t aware of their environment, 
they’re not aware of the spaciousness of the life they live in, they just sort of narrow down to a 
device.”  Dawson points to what they miss: “They don’t seem to see other people going past, 546
they’re not aware of the sky, they don’t seem to be aware of the wind on their face, or the 
flowers or the trees, it’s just locked into a device. Which is to be locked into concepts, words, 
symbols.”  547
Before I observed the tendencies for us as humans to reject or be challenged by the notion of 
‘suchness’ (especially by those who have not experienced meditative practices), I became very 
dismayed in writing this paper on ‘suchness’ and producing art that is intended to be 
primarily experiential because I found that it set me apart and I was isolated in my artistic and 
scholarly pursuits. Only more recently have I been able to recognise that Zen Buddhism is 
counterculture. And not only has this been true historically; in my experience Zen Buddhism 
has become increasingly counterculture especially in contrast to our cultural attitudes 
towards and implementation of technology. Because of the inherent relationship between my 
work, study and Zen Buddhism, it became clear to me that what I am doing is also inevitably 
counterculture. In the earlier stages of my writing, I became dismayed also as result of a 
chronic illness that has become increasingly debilitating and a very early draft of this 
conclusion had me denouncing myself as an artist and my participation in the art-world. The 
conclusion never sat right with me. It was cynical, whereas what I needed to find was 
acceptance for my illness and to recognise that I could practice art in ways that would meet 
my needs better, which I achieved through a radical simplification of my life. What I learnt is 
that the life of an artist, as it is for me, is much closer to a calling than an arbitrary choice I 
made at some point in my life. I liken it to the metaphor in Zen Buddhism that starting the 
kōan ‘Mu’ is like swallowing an iron ball that one cannot vomit out, even if they wanted to.   548
III. Before You Rush To Judgement  
In my interviews with Dawson, I asked him why people don’t see the work in itself, and 
instead project their thoughts and judgements onto the work. Dawson responded, and in his 
response also suggested a new way that we can look at art, challenging our current paradigm. 
Dawson said that he senses that “people aren’t responding to art in a non-conceptual way to 
begin with” and “they’re not just observing it [art] and seeing the thing in itself.”  Instead, 549
“they’re bringing a whole lot of preconceptions to it that they project onto it.”  Rather, 550
Dawson proposes that at first, viewers would benefit from just seeing the work of art for what 
it is first, putting aside limiting binaries of what might be good art versus bad art, or high brow 
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versus low brow.  Dawson argues that one needs to see the work in itself before critiquing 551
and evaluating it.  I would add that if one does not do this, one might perhaps, amongst 552
other possibilities, be unconsciously critiquing and evaluating their own response to a work 
rather than the thing in itself, as you see in reviews that criticise a work of art for being 
“disappointing” or “un-aﬀecting” wherein the critic fails to take responsibility for their own 
emotional response. Dawson argues: “But put all that [one’s limiting binaries and 
preconceptions] aside first before you rush to judgement.”   553 554
IV. You Don’t Really See the Stone  
I proposed my cynicism to Dawson and asked him if it were futile to have such a goal, 
expecting, somewhat naively, for him to confirm my loaded question. I asked him, “Is it futile 
to make work that’s meant to be about what it is if people aren’t experiencing it in that 
way?”  To his credit, he quietly disagreed and also challenged me to see the value in 555
providing an experience of simplicity for viewers. Dawson said, “No, I don’t think it’s futile at 
all. No, I don’t. Quite the opposite. I think there is a way—I could imagine there would be a 
way—of producing works of art, which are the manifestations of simplicity themselves. And 
they draw people into experiencing simplicity. It’s almost like a little act of Zen. And I think a 
lot of the Japanese art, like you look at their pottery and painting and so on, it draws us into 
that simplicity.”  556
The following week, I pressed Dawson to elaborate on this point. I asked him if he agreed that 
it’s ultimately the responsibility of the viewer to have an experience of simplicity or ‘suchness’ 
(he did) and if he agreed that if someone brings preconceptions to a work only to project their 
self-centred thoughts and judgements onto it, if ultimately that’s what they will take away 
from their experience of it (he did). Dawson responded by saying: 
A stone is just a stone. And if you witness a stone with an empty mind, then you will see
—then you’ll experience—just that stone. But if you come to a stone with a whole lot of 
ideas about what a stone is, like its chemical compound or its aesthetic shape or what 
you can do with it and what its usefulness is, then you’ll bring a whole lot of thought 
that you’ll project onto the stone, and from a Zen perspective you don’t really see the 
stone.  557
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 From this, I inferred that “from the perspective of the artist, there’s still a lot of value in 
making a work that’s just a stone, but it’s kind of up to other people as to whether they see that 
or not.”  I said to Dawson that, “You kind of challenged me last week to consider that it’s not 558
futile just because people don’t see it as a stone.”  Dawson replied, “Yeah, but the stone—this 559
is my experience of it—the stone, or even a sculpture of a stone or whatever, it evokes 
something in the mind, but I’m more interested in the feeling that it evokes, rather than the 
thinking that it evokes.”  560
V. The Bowls May Reflect You Or Not 
Dawson challenged me not to cling to self-centred expectations that my practice has to 
achieve an experience of ‘suchness’ for others, and to remind me that things exist in 
relationship, in interconnectedness. Dawson reminded me that my work is an opportunity, 
similar to what Trungpa Rinpoche said about receptivity in Cutting Through Spiritual 
Materialism (1973), about each of us being like a moon, and others like a bowl of water: “[I]f the 
bowls are there, they will reflect your ‘moonness.’ If they are not, they will not. Or if they are 
only half there, then they will reflect only half a moon. It is up to them. You are just there, the 
moon, open, and the bowls may reflect you or not. You neither care nor do you not care. You 
are just there.”  561
VI. How Should A Person Be 
When my illness became something I could no longer ignore, I became very challenged both 
by the impact it was having on my life, and also because I could no longer participate in the 
busy lifestyle that is so common to artists who are practicing these days. I took upon the idea 
that there was something wrong with this busyness, especially amongst artists who claimed to 
have—and draw from—a Zen Buddhist practice, unaware that what was really going on was 
that I could not accept that my life had become diﬀerent to what I was used to, and that I was 
no longer capable of doing certain things that others were doing. I found a lot of solace in 
conversations with Dawson who encouraged me to be one with my illness, to see my illness as 
my practice and to come back into the bodily sensations of—and really feel—what it’s like to 
experience my illness. 
I subsequently asked Dawson about busyness, saying that, “I’m curious about some people 
who I’ve observed who are artists who draw on Zen as an influence on their work ... [who] have 
a Zen practice, but they are still very much living a very busy life and that seems to be very 
much the case as a bit of a paradigm in art in general. I mean people are living very busy lives 
trying to succeed in prizes or scholarships or things like that. I’m just curious about what you 
think might go on for somebody when they have a Zen practice, even for many years, but you 
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still observe them living that kind of life?”  Dawson responded by saying that they’re not 562
necessarily incompatible: “I’m a Zen teacher and I’m committed to Zen practice and have 
been for forty years or whatever, but I live a busy life. And Zen people usually do live dynamic 
lives, if I can put it that way.”  563
Dawson contrasted being busy in a distracted sense versus being busy in commitment and by 
being engaged in life, whether that be political activism or the art that one practices. These 
people “really submerge themselves and immerse themselves in their activity.”  Dawson 564
continued to say that, “hopefully, if they’re a Zen practitioner, the way they submerge 
themselves in that activity is very focussed and calm and uncluttered, but they may be very 
immersed in what they’re doing. So that’s very diﬀerent from having a distracted kind of mind 
that’s [Dawson gestures] trying to grasp a bauble over here and a bauble over there. Monkey 
mind. Hopefully it’s not that kind of busyness.”  565
I followed up by asking Dawson if he thought that people might get those two kinds of 
busyness confused? Dawson replied, “Yes, they may. But you go into a Japanese Zen temple 
and you see them doing the work and you’ll see a whole lot of them with a garden full of leaves 
and they’ve all got those little straw brooms and they’re all very, very brisk and they’re all 
working quickly away together as a team to sweep the garden, but they’re not doing this slow, 
laborious, mindful movement, it’s very brisk.”  566
On a related note, I wanted to know more about what Joko Beck wrote about work being the 
best part of Zen Buddhist practice and training, and how it might be possible to make 
scholarly work the basis of one’s Zen practice. Dawson responded emphatically: “Well, quite 
simply you can.”  He explained that whilst, “working physically is a really good Zen practice567
—that’s why you see Zen monks weeding the gardens and sweeping gardens and cooking and 
stuﬀ like that— because you come into the body and so on ... there is a way you can engage 
academically where you play with ideas and there’s a lightness to it.”  Dawson encourages 568
playing with ideas, “just like you can play with clay”, to create things with them.  569
And there’s a kind of joy in doing that. And it’s just that ideas are the—what am I trying 
to say?—they’re the raw products from which you create something and words are what 
creates poetry and literature too, they’re still concepts, but they create a form of art and 
I think that if people engage in academia and in art in a way where they’re just doing. 
They’re just writing that paper, and they’re just formulating those ideas, and they’re 
absorbed in that in a non-egotistic way, well that can be just as much Zen practice as 
sweeping the garden. And as you may know, Robert Aitken, who was my first teacher 
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for many years, was a very scholarly person as well as being a Zen teacher and he loved 
ideas and loved words, and so the two can go hand in hand. I think the diﬀerence, when 
you approach academia and scholastic activity from a Zen point of view, is there’s just a 
lightness to it.  570
VII. The Musicality of the Language  
I acknowledge that it might seem like there is a contradiction in my methodology as a 
conceptual artist and my intention to produce work that is conceptually empty. But as I have 
emphasised throughout this text, it is my intention for my work to always lead the viewer back 
to the ‘suchness’ of this very moment. Whilst I certainly do work from a conceptual point of 
view—and my work contains personal significance and subjectivity—I do not believe that this 
negates my intention to approach conceptual art as a starting point that leads us back to the 
‘suchness’ of our experience, nor do I believe it negates the possibility for my work to be 
understood outside of a conceptual framework altogether. For to say it can only be one or the 
other is a limiting binary.  
The author Charles Yu in conversation with author Lev Grossmon, is asked what he thinks 
makes his work diﬀerent from “straight” science-fiction and responds by saying:  
I would argue that you are doing something more complicated: you are writing 
something that works on two registers: If someone wants to listen to your stuﬀ as a 
“straight” fantasy, it’s wildly successful on that level. But if someone wants to look at all 
the lyrics, and read the liner notes, and knows music theory and history, etc., and 
appreciates all that you’re doing on all of those levels, that stuﬀ is here too. You make a 
complex wave that can be decomposed into constituent frequencies.  571
Furthermore, I would like to reiterate what I have also emphasised throughout this text, which 
is that there is a diﬀerence between self-centred thinking and what Dawson might have called
—and Joko Beck did call—functional and creative thinking. That is to say, we can think about 
thinking in terms of its constructiveness (and creativity is included in this view of 
constructiveness), and self-centred thinking by its very nature—by taking the stance that as 
individuals we are the centre of the universe we are delusional—is incredibly wasteful. It is 
also what Robert Aitken referred to when he said that we need to use concepts and not be used 
by them. As I have explored in this text, one way concepts are used in a useful way within Zen 
Buddhist practice is in the study of kōans, where concepts are used to destroy concepts.  
I proposed to Dawson that the field of conceptual art could have the potential, in a way similar 
to kōans, not to further thinking, but to deconstruct thinking. For a work of art to present 
ideas and for its value in doing so, to break the chain of our habituated way of seeing the world 
and ultimately bringing us back to embodied experience. To bring us back to ‘suchness.’ 
Dawson agreed that he could see that as a possibility, “but to go back to something you 
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mentioned before, it depends on what the viewer of the art brings to it.”  For Dawson, “that 572
kind of art could just trigger a whole lot [sic] more concepts in one person”, whereas “another 
person who’s actually willing to be taken into a deeper place, it could take them into that 
deeper place, because they get beyond trying to work out the work of art with their intellect 
and to just experience it as an experience.”  573
In this regard, if there is a philosopher that I identify with it is Ludwig Wittgenstein, who 
explores philosophy and theory as language games.  Like Dawson’s suggestion that 574
Wittgenstein came to this idea after exhausting the capacity of his neural pathways through 
thinking, I propose that it is possible that the thinking involved in experiencing my 
conceptual art projects can enable audiences to deflate theoretical constructions (specific to 
the projects themselves). 
I wanted to know more about what constitutes ‘suchness’ and asked Dawson if there can be 
such a thing as the ‘suchness of ideas’ (he said yes) and the ‘suchness of philosophy’ (he also 
said yes). I asked him how that’s possible and he responded by saying that “some kōans direct 
us towards language and the ‘suchness of language’ and because if in Buddha nature pervades 
everything, it also pervades constructions and language. That’s the absolute shining through 
the relative. And there’s a way of viewing phrases and language where it’s just another 
expression of ‘suchness.’”  Dawson looks to poetry as an example of this. “It’s hard to put 575
your finger on it, but sometimes it’s just the musicality of the language and something that it 
evokes that you can’t quite understand, is actually the beauty of the poetry.”   576
VIII. Opening Our Senses to All that Surrounds Us  
In my thesis I have emphasised that the value of emptiness is in its ability to open us up to an 
awareness of the faculties of our senses. By contrast, Hara has said that emptiness serves the 
purpose of opening us to our imagination. I propose that Hara misses a deeper understanding 
about emptiness because of his disconnection from the Zen Buddhist philosophies that 
underpin traditional Japanese culture. This disconnection is also evident within the lineage I 
have defined, including the culture of contemporary design and Hara’s own work. Throughout 
this text, I have made the assertion that in order to open ourselves up to our senses there is a 
necessity to quieten the mind through the practice of Zen Buddhist meditation. Emptiness 
can be thus be likened to a sound that is in the background that you only begin to hear if you 
drop out of your head and start to listen closely. As Dawson said in our conversations, this 
kind of openness—this simplicity—is what is manifest through Zen Buddhist practice itself, 
wherein “the method and the outcome are totally, intimately, connected, because the actual 
practice of sitting in meditation is the act of simplicity itself.”  He elaborates:  577
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So in the act of meditating, you’re in an upright symmetrical position and you’re sitting 
still and quiet and focused. And what you’re aspiring to do is to get out of the 
uncluttered mind of thinking and analysing and conceptualising and just drop into the 
body and the breath and the momentary experience of sound and colour and so on that 
are coming and going. So the act in itself is one of simplicity and simplifying your life 
and your experience of momentariness.  578
One’s understanding of emptiness is limited when one does not practice Zen Buddhism. 
Furthermore, one’s ability to listen closely depends on one’s individual state and ability to 
participate in meditative practices; this is why I keep returning to emphasising the necessity 
for Zen practice. Although I do not see my work as being about practice, I cannot help, as a 
student of Zen Buddhism, but see my work as a practice of some kind.  
In Tibetan Buddhism there is a diagram called The Wheel of Life, which depicts a heaven 
realm, where people who are comforted by materialism mistake their pleasure for true 
enlightenment. A Bodhisattva plays them beautiful music, obtaining their full attention and 
entrancing them through song. Once the Bodhisattva has gained their attention, they abruptly 
stop playing in order to allow the beings in the heaven realm to come in contact with the 
‘suchness’ of life. In Western culture we are perhaps more familiar with this idea in the context 
of John Cage and his composition 4’ 33’’ (Figure 238), which was premiered by David Tudor in 
1952 to a room full of baﬄed audience members when he sat silently for the duration of the 
performance (as indicated by the work’s title), moving only to turn the pages of the sheet 
music, and opening and closing the piano. In doing what he did, Cage was like the 
Bodhisattva, cutting the stream of beautiful music, providing his audience with an 
opportunity for things to come forward as it exists in the present moment. In particular, Cage 
“wanted to open our ears to all the sounds that surround us, emancipating all noises”  and 579
was disappointed when the audience of the composition’s premiere “missed the point” 
because “they didn’t know how to listen” to a room “full of accidental sounds” like “the wind 
stirring” and “raindrops ... pattering the roof”.  I share an aﬃnity with Cage, in the sense 580
that the spirit of my art practice is to direct our attention towards the sounds that we can hear 
if we listen closely. That sound is this very moment.  
IX. Forget The Words 
The other half of the quote I opened with from Chaung Tzu about not needing to think about 
the weir once it has been used to catch fish, continues to say:  
The purpose of words is to convey ideas. When the ideas are grasped, the words are 
forgotten. Where can I find a man who has forgotten words? He is the one I would like 
to talk to.  581
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 We are at that point now, having read these words that emphasise the dissolution of our 
constructions, to wash oﬀ the soap suds we used to clean us of our constructions. The text 
ends and so we are in a sense now ready to return home from our long journey. Imagining that 
we are holding this bounded volume of paper printed with ink, we now close it and come back 
to the silence of a white book with no words. And having done so it is now time to drop back 
into our body and to come back to our breath, to listen and to see the environment around us 
and to sense all that we are just now. 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 Figure 238. John Cage, 4’ 33’’ (First Tacet Edition) (1952), manuscript - Edition Peters No. 6777, ca. 21 x 29.7 
cm  
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A CONVENTIONAL ENDING 
One Last Thing Before I Leave 
I lied. We’re not quite at the end just yet. Please excuse me while I take one last look at where 
I’ve been these past four years, and where I’ve taken you, dear reader, over the course of nearly 
four-hundred pages, through this rather conventional ending. I will begin by re-stating that 
over the past four years I have been inquiring into the possibility for art to be experienced 
unmediated by intellectual constructions, informed by my practice of Zen Buddhism. I have 
researched underlying principles of Zen Buddhist practice evident in the aesthetics of 
simplicity and traditional Japanese culture, as well as a group of contemporary artists and 
designers relating to these principles. My thesis, titled If You Listen Closely, has focused on the 
discovery of a historical chronology that explicitly connects both of these contexts, traditional 
Japanese culture and contemporary art and design. This chronology is marked by four figures 
and roughly four cultural movements. These include scholar D.T. Suzuki, philosopher and 
writer Soetsu Yanagi, designer Sori Yanagi and designers and writers Kenya Hara and Naoto 
Fukasawa. The four cultural movements are: traditional Japanese culture, the Mingei 
movement, the Bauhaus movement and Modernism, and contemporary design. I chose to 
research and define this lineage in order to establish an alternate philosophical framework 
and understanding of minimalism, in contrast to what I have observed in contemporary 
culture in the West as culturally ingrained notions of minimalism derived from the logic, self-
consciousness and rationality of Modernism. 
This chronology serves to link traditional Japanese culture to both the fields of contemporary 
art and contemporary design. For the purpose of this study, I predominately focused on 
aforementioned designers Kenya Hara and Naoto Fukasawa, including their work for MUJI, 
the Japanese retail company. Hara and Fukasawa promote, through their writing and design 
work, the influence of traditional Japanese culture on contemporary design. It is of curious 
note that they omit reference to Zen Buddhism in their preference towards Shintoism, despite 
their explicit chronological link to Zen Buddhist practice. Throughout this thesis I have 
examined how their work and theory is informed by Buddhist philosophy, and explore how it 
remains central to a range of contemporary artists and designers who they are associated 
with. This is also the context within which I situate my accompanying body of creative work. 
In my work, I model a diﬀerent way of experiencing and making art, one that is more akin to 
how we experience design and music. This way of engaging with art is rooted in traditional 
Japanese culture, Shintoism and Zen Buddhism, where things do not need to stand in for 
something conceptual, but are instead experienced functionally through the faculties of our 
senses. Whilst an artwork can light up our imaginations and resonate with personal narrative 
and intellectual thinking, I came to the conclusion through my research that there is greater 
value in more concrete sensory experiences when we encounter an artwork. The title of this 
text, ‘If You Listen Closely,’ is a question or provocation in the tradition of Zen Buddhist kōans, 
in which the reader is asked what they are able to hear if one listens closely. The ability to hear 
a sound, or feel a physical sensation in one’s body, or see the vibrancy of a primary colour, just 
as it is, if one were to listen, feel or look closely, relates to the Zen Buddhist notion of 
‘suchness,’ which can be considered to be the overarching theme of my research and artistic 
practice. 
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My thesis begins by exploring the notion of ‘suchness’ in the context of my own practice and 
asks a central question about what an artwork implies when an artwork is about nothing. This 
is the topic of the first chapter, wherein I established a philosophical framework for my thesis 
and accompanying artwork, clarifying for the reader that I am exploring the theme of 
nothingness in the context of Zen Buddhism as opposed to Western notions of nihilism. 
Furthermore, I explored how nothingness equates not to meaninglessness but to ‘suchness.’ I 
argued that in the absence of intellectual abstractions and self-impediment, audiences can 
have an experience of simplicity and that to provide this for viewers is the overarching 
intention of my work. I also made the claim that the Buddhist conception of emptiness is not 
one of stagnancy, but of fluidity, and that in the transience of emptiness there is potentiality 
and renewal. This is a point that is demonstrated throughout my entire body of work, 
beginning with the serial works that involved the collection, presentation and redistribution 
of specific categories of coloured objects, as initially discussed in chapter one with the 
example of my 2014 installation Four Monochromes. In this project, four groups of coloured 
toys were purchased from local opportunity stores, arranged into four colours, presented as 
installation, and finally donated to the stores from which they were originally sourced. 
In chapter one, I also discussed the theme of ‘nothingness’ as it relates to the examples of the 
television series Seinfeld and the illustrated book The Gift of Nothing. Both examples play with 
the semantics of the word ‘nothing’ and ‘something’ and ultimately equate ‘nothingness’ with 
life itself. In this chapter, I draw a parallel between the ‘nothingness’ that these texts present 
and the Buddhist notion of ‘suchness.’ I claim that Seinfeld, through its playful exploration of 
what constitutes ‘nothingness,’ introduced to me to this concept and continues to inform my 
practice. As I acknowledge in this chapter, when I first started practicing as an artist I was 
vehement to deny any intellectual interpretation of my work. At this stage in my career, I have 
opened up, allowing for and encouraging interpretation of my work. However, the theme of 
‘suchness’ is key to the work and any intellectual interpretation is a secondary function. 
The second chapter, expanding upon an exegesis of Four Monochromes, explored social 
anthropologist Mary Douglas’ claim that the value of art is to enable us to go behind the 
structures of our normal experience. I not only agree with Douglas’ claim but also identify it as 
a central concern of my practice. I equate our ‘normal experience’ with habitual experience, 
one in which we constantly project intellectual constructions onto the ‘suchness’ of life. I 
concluded the second chapter with the assertion that art functions best when we approach it 
unmediated by self-centred thinking. I indicated that I see the potential for art to be a device, 
like Zen practice, to bring awareness to—and ultimately deconstruct—our intellectual 
faculties, enabling us to go beyond the framework of our habitual experience. 
In chapter three, I continued to explore a chronological series of historical events that link 
traditional Japanese culture to the field of contemporary design. I also explored the 
relationship between ‘art’ and ‘design,’ within the chronology that I have outlined. More 
specifically, I looked to artists or designers within this chronology who operate at the 
intersection of both disciplines, ultimately to contextualise my research and accompanying 
body of work. I also claimed that ‘art’ and ‘design’ are distinct social constructions in which 
‘things’ are contextually framed so as to be looked at consciously in particular ways. 
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The topic of the fourth chapter is Ten Thousand Blue Cars, a project that grew out of a 2013 
body of work titled Collection 1–4 (which predated and foreshadowed Four Monochromes). 
Collection 1–4 involved the collection and redistribution of found blue objects. My expanded 
definition of ‘found object’ collection and redistribution included, for example, a curatorial 
project involving the collective exhibition of pre-existing blue artworks; another project 
involved finding all the blue objects in the home of a friend and her daughter, documenting 
each object photographically and then returning the objects to their original locations. My 
2013 collection of 100 blue cars, presented as a photographic installation and titled Collection 
2, grew into the weblog Ten Thousand Blue Cars. Begun in 2013, at the time of writing the 
project has reached three-hundred photographs and continues indefinitely towards the 
impossible objective of photographing (under a set of strict conditions) ten-thousand blue 
cars. In this chapter, I wrote about my appropriation of the figure ‘ten-thousand,’ which 
symbolises an inconceivable figure and the totality of life. This title highlights how the project 
operates as a personal ritual and meditative practice, forever incomplete. Over the course of 
this study, I took to chronic illness and the photographic series became an example of human 
vulnerability and mortality. I concluded this chapter by exploring the notion of ‘inherent vice’ 
in the context of our finite lives as human beings, and our susceptibility to old age, sickness 
and death. 
In a variation on ‘object attachment,’ chapter five explored the ritualistic aspect of collection 
and redistribution that have I employed in my artistic work, specifically the installation Red 
Monochrome. I discussed how collection embodies a reverence towards objects, evidenced in 
the care in which the objects (toys or clothes, for example) are arranged in each project. The 
collections also celebrate the materials that the projects are comprised of (in the instance of 
Red Monochrome, second-hand clothing), elevating their culturally perceived low-brow status 
into ritual objects, to be perceived with mindfulness. I have attributed the categorisation of 
objects by colour to video games, fashion and visual merchandising, all influences from my 
childhood that fundamentally shaped my artistic practice. I also discussed my intention as an 
artist to re-stage experiences from the everyday, such as organising my clothes by colour in 
my wardrobe (a ritual that I shared with my grandmother when I was a teenager), 
transforming these into artistic expression. 
In chapter six, I explored how traditional Japanese culture is marked by Zen Buddhism, 
examining subjects of Suzuki’s seminal 1959 publication Zen and Japanese Culture, including 
the art of calligraphy, painting, swordsmanship, haiku and tea. In this chapter, I 
contextualised Suzuki and his influence on Western culture and philosophy, providing an 
overview of the historical evolution of Zen Buddhism from its Northeast Indian origins 
through to its introduction to the Western world, where it has become connected with the 
practices of psychology and neuroscience. I engaged my Zen teacher Geoﬀrey Dawson in a 
discussion about the integration of Buddhism into psychology and neuroscience, in which he 
emphasised the need to integrate mindfulness within a holistic framework of Buddhist 
practice that links meditative practice with ethics of non-harming and wisdom. In chapter 
six , I also introduced the figures of both Soetsu Yanagi and his son Sori Yanagi, as well as the 
‘Mingei’ movement that they were both associated with. These introductions prefaced my 
exploration of the historical relationship between traditional Japanese culture and 
Modernism in the subsequent chapter. In chapters six and seven, I made the claim that it is 
through the figure of Sori Yanagi, as well as the Mingei movement, that the principles of Zen 
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Buddhism and traditional Japanese culture became translated into Modernism and Western 
culture. I emphasised Yanagi’s influence on contemporary design and the Japanese retail-
company MUJI, which I frame as a movement of contemporary design that consolidates these 
influences. In chapter six, I explored Yanagi’s criticism of merely appropriating a Buddhist 
aesthetic of simplicity without integrating its principles of practice. In particular, I related this 
to my own artistic practice, where I employ the principles of Zen Buddhist practice whilst 
employing materials and contexts that do not culturally signify Zen Buddhism. I conclude 
chapter six with the assertion that Buddhist practice ultimately leads to a discovery of the 
present moment and the beauty that can be found in the ‘suchness’ of everyday things. I 
conclude chapter seven with the acknowledgment that Western Modernism and 
contemporaneous Japanese design culture had an inseparable influence on each other. 
 
In chapter eight, I looked at Fukasawa’s theory ‘Without Thought’ as well as Fukasawa and 
Jasper Morrison’s theory of the ‘Super Normal,’ highlighting the synergy these theories share 
with the Buddhist notions of ‘conceptual emptiness’ and ‘suchness.’ Focusing on their 2007 
curatorial project, and accompanying publication, Super Normal: Sensations of the Ordinary, I 
discussed the qualities and values of obviousness, directness, literalness and simplicity 
embodied in the design objects that they selected, as well their own design practices. I also 
observed how Super Normal became a platform for Fukasawa and Morrison to criticise the 
paradigmatic trends that were emerging in contemporary design at the time, and which 
continue to predominate today, notably those directed towards self-consciousness and 
aesthetic noticeability for its own sake. This I compared to Fukasawa’s central concern as a 
designer, to make works that exist in a harmonious relationship with the unconscious 
behaviours of their users. I subsequently correlated this concern, as well as the attributes of 
the ‘Super Normal,’ to the projects discussed in this chapter, including the photographic series 
and artist book Orange (for which I photographically ‘collected’ things that were orange 
during a one-day visit to the mid-Central region of New South Wales of Orange).  I end the 
eighth chapter by concluding that the concept of the ‘Super Normal’ remains theoretically 
vague and elusive, because the quality is owing to atmosphere, something better understood 
through the faculties of our senses and over a long duration of time.  Like the ‘Super Normal,’ 
with my project Orange I aspired towards capturing the atmosphere of objects that were the 
material expression of a particular colour, which metaphorically abided in seemingly random 
and ultimately normal objects. 
Chapter nine expands upon chapter eight with a closer analysis of design objects from the 
‘Super Normal’ exhibition, as well as from Fukasawa and Morrison’s own design practices. I 
bridged this analysis with the claim that the Japanese retail company MUJI (who Fukasawa 
and Morrison have both designed for) can be viewed as the actualisation of the philosophies 
and ideals of the Bauhaus movement, whilst also embodying the simplicity of traditional 
Japanese culture. I also explored qualities of the ‘Super Normal’ in relation to another work of 
mine, a collection of photographs of the walls, floor and ceiling of a gallery space installed in 
the exact location where they were taken, titled after the gallery space itself (Archive Space). 
Using this work as an example, I made the claim that when things are designed to be 
conceptually empty, they appear as they really are, and that simplicity arises when one is able 
to transcend intellectual constructions that pertain to self-consciousness. I also used Archive 
Space to illustrate that there is a simplicity and a stupidity (Morison’s term) to the obvious, 
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direct and literal conceptual premises of my projects and a rigour and integrity with which 
these premises are seen through. 
In chapter ten, I continued to explore the assertion, in relation to my work in digital media, 
that art allows us to go beyond the structures of our normal experience. Specifically, I 
discussed the implications of re-contextualising the ‘found technology’ of the symbolic 
characters of emoji, into works of geometric abstraction in the medium of ‘fine art’ inkjet 
prints. I observed how this body of work, which includes Apple Color Emoji, With Love, Love 
After Love and Put a Little Love in Your Heart, synergised the everyday with digital media, 
typographic design and concrete poetry. I also discussed how, by employing the aesthetic of 
‘kawaii,’ this body of work marked a transition, within my practice, to making work with more 
personal significance. Furthermore, by employing the cute, loveable and adorable aesthetic of 
‘kawaii,’ I challenged our culturally pre-conceived notions of what Zen Buddhist art should 
look like. Counter to these notions, I claimed that Zen Buddhist art is predicated on 
employing the materiality of what is alive, present and contemporary for artists and 
designers, in ways that convey Buddhist values, such as harmony, honesty and simplicity. 
Through example of these works, I illustrated that it is possible to incorporate and use objects 
(in this case emoji characters) within the field of non-objective art, despite their figurative and 
symbolic value. Lastly, I claimed that colour can be seen to abide in objects, including the 
symbols of emoji, and that this ‘found’ colour has defined the use of objects in my creative 
practice. 
I explored the Buddhist concept of ‘dualistic thinking’ in chapter eleven, comparing and 
corroborating the perspectives of Soetsu Yanagi and D.T. Suzuki in their key texts. I focused 
firstly on Yanagi and his text The Unknown Craftsman, who claims that the construction of 
‘self’ simply consists of primarily dualistic thoughts. I clarified that in Buddhism, dualistic 
thinking is a cognitive distortion wherein we perceive the world through binary intellectual 
constructions that we ourselves perpetuate. I emphasised Yanagi’s claim that the 
constructions of ‘self’ and ‘other’ are the most problematic of our dualistic thinking. Whilst 
clarifying the necessity for these constructions in our society, I built upon Yanagi’s claim with 
my own: In not understanding ‘self’ and ‘other’ as constructions, we lose perspective on the 
reality of our interconnectedness. The eleventh chapter is prefaced by epigraphs from Sufi 
mystic Rumi and Seng-Ts’an, the third-founding teacher of Zen Buddhism, used to illustrate 
the mistakes in dualistic thinking, as well as the possibilities of spaciousness and liberation 
that exist when we are able to transcend such a mindset. I subsequently turned to D.T. Suzuki 
and his publication Zen and Japanese Culture, to explore how the aesthetics of simplicity in 
Japanese culture, observable in the art of calligraphy, painting, swordsmanship, haiku and 
tea, are a natural continuum of Zen Buddhist practice. More specifically, I look to Suzuki’s 
claim that these art-forms reflect a practice wherein awareness is cultivated, allowing one to 
see through the complexities that are created through self-centred intellectual constructions 
and thus also dualistic thinking. In conversation with Dawson, we came to the conclusion that 
dualistic thinking is a central problem in human suﬀering, as it is in art. Dawson and I 
speculated that it is possible that the greatest art is formed when one is in the flow of present 
moment experience, which requires the transcendence of dualistic thinking into non-
dualistic thinking. 
– –404
 
Amongst other central tenets of Buddhism, chapter twelve continued to explore the concept of 
‘dualistic thinking’ in the context of Joko Beck, who founded the Ordinary Mind Zen School. I 
attribute Beck and her legacy as having a direct influence on my artistic practice and research. 
I also used the twelfth chapter to address my concern that Zen Buddhism may seem 
hypocritical by constructing an artificial binary between ‘bad’ intellectual constructions and 
‘good’ meditative practice. Looking to Joko Beck’s teachings, I clarified this possible 
misconception by asserting that, in criticising ‘dualistic thinking,’ Zen Buddhism does not 
amount to a rejection of all intellectual thinking processes, only those of a self-centred nature. 
Through conversation with Dawson (who received authority to teach in the lineage of Joko 
Beck and subsequently founded the Ordinary Mind Zen School, Sydney), we came to define 
exactly what practice in this lineage actually consists of. This was essential for the thesis, as I 
have made many references to Zen Buddhist practice as it relates to my creative output. 
Dawson and I spoke about and defined the practice principles of the Ordinary Mind Zen 
School, the practice of zazen or meditation, reactivity, the dynamics of grasping and aversion, 
kōan study, self-centredness and narcissism, and notions of suﬀering and dissatisfaction. 
Most importantly, we looked at what zazen actually consists of and what its purpose is, 
emphasising the necessity of integrating serenity (or mindfulness), wisdom (or insight) and 
non-harming (or ethics) within a Buddhist framework. We were both critical of these elements 
(particularly mindfulness) being individually extrapolated from this context for purposes that 
often amount to self-centredness and gain. The theme of simplicity arising naturally out of 
Zen Buddhist practice recurred throughout our conversations. I also discussed the practice of 
Non-Violent Communication (NVC), comparing it to ‘wise speech’ and ethics of non-harming 
in Buddhism, highlighting how NVC concepts of needs and strategies helped me to gain 
crucial understanding and direction with my art practice. I also claim that creative thinking 
can be employed best when we are liberated from self-centred constructions, through 
practices such as those discussed in this chapter. Finally, I claim that an understanding of the 
concepts of ‘suchness’ and ‘conceptual emptiness’ is predicated on our ability to operate out 
of, and experience the world unchained to, self-centred thinking. 
In chapter thirteen, I explored psychological and neurological blockages that can inhibit 
audiences from directly experiencing art. Using my own work as example, including Acoustic 
Listening Device and Rose Coloured Glasses, I claimed that art can be employed as a device that 
can un-block our intellectual preconceptions and presumptions about art. These two projects, 
in which I consciously employed principles and manufacturing processes of design, were 
made to enable audiences to consciously experience sensory input and the ‘emptiness’ of 
perception. In the thirteenth chapter, I elaborated on a strategy, common to all my work, of 
changing the context in which something is normally perceived (such as objects or sensory 
input). This inverts intellectual preconceptions and challenges our fixed sense of reality. In 
this chapter I highlighted that, whilst ‘art’ and ‘design’ are ontologically distinct, the two fields 
are closely related. I situated myself among a group of contemporary artists and designers, 
who evidence an intersection of the disciplines. My accompanying body of work is situated in 
the context of art, however I synthesised elements of design (and the research I conducted 
into design through this thesis) into my work. This is particularly evident in my preference to 
create work that draws on practical design principles and manufacturing processes, and that 
is directly experiential, rather than theoretical. 
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In chapter fourteen, I explored Hara’s theory of ‘conceptual emptiness,’ firstly by 
contextualising it in relation to historical events that shaped the formation of traditional 
Japanese culture. This included my observation of how the specific and unique cultural and 
aesthetic concepts (including emptiness) that developed in Japan can be attributed to Japan’s 
geographical location and relationship to nearby countries and cultures. I then proceeded to 
define the term ‘conceptual emptiness,’ by looking at its use in Hara’s publications Designing 
Design and White. The latter correlates emptiness with the aesthetic experience of white in 
traditional Japanese culture. Using the example of the Japanese National Flag, Hara’s claim is 
that emptiness aﬀords multiplicity of interpretation. I compared Hara’s interpretation with 
the Zen Buddhist notion that emptiness enables the simplicity of spaciousness of mind. The 
diﬀerent perspectives propose diﬀerent possibilities and values in emptiness, the former 
valuing interpretation and imagination and the latter valuing sensory experience without 
additional thought. Whilst I attribute the influence of Hara’s theory of emptiness on my 
practice, I am ultimately critical of emptiness as a vehicle only for thought and identify more 
closely with the Zen Buddhist notion of the term. In this chapter, I noted, in Hara’s writing, a 
curious omission of the historical relationship between traditional Japanese culture and Zen 
Buddhism. Supported by my conversation with Dawson, I countered Hara’s representation of 
emptiness, claiming that emptiness in the art and design of traditional Japanese culture 
derives largely from the philosophy of Zen Buddhism predominate at that time. Looking at the 
example of Jobs and Ive and their work for Apple, the computer company, I voiced further 
criticism of the use of Zen Buddhist mindfulness and aesthetics when removed from the 
holistic framework of Zen Buddhist practice, which also includes ethics of non-harming and 
insight. I also claimed that Buddhist emptiness provides an alternative perspective on 
aesthetics and philosophies of simplicity, compared to Western conceptions of minimalism 
often based on logic and rationality. Lastly, an original contribution of this research can be 
evidenced in my accompanying body of work where I have brought these perspectives on 
emptiness into the field of non-objective and minimal art. 
I subsequently explored the theory of ‘emptiness’—both Hara’s and my own—as seen in my 
creative projects, notably the performance-installation The Arrangement. This project, the 
topic of chapter fifteen, was an expansion of the projects Four Monochromes and Red 
Monochrome into the medium of performance. This is a medium that embodies 
impermanence and displays the processes of organising and simplification that I undertake in 
my work. The work’s title operates as both verb and noun, referring to both the performance of 
separating a volume of mixed-coloured bubblegum into single colours, over the course of an 
hour, and its result: a pink and blue installation. In this chapter, I wrote about how The 
Arrangement conveys my interest in working with ‘found symbolism,’ a play on the term 
‘found object’ which refers to the use (or presentation) of pre-existing symbolism that is 
attached to an object. This is evidenced, in The Arrangement, through use of the colours pink 
and blue, which have strong have cultural symbolism, especially when paired together. In the 
artwork, this cultural symbolism is left ‘as is’ in much the same way as a physical ‘found 
object.’ The Arrangement also served as an example for a discussion of the cultural 
impermanence and ‘emptiness’ of symbolism, which defines much of my work dealing with 
re-contextualisation. I asserted that this is especially evident in my digital media print Good 
and Evil, a simple work that contains two pink triangles, one pointing down and one pointing 
up. This is informed by my fascination with the way a simple geometric shape could change 
its meaning so vastly based on its orientation. Rather than denying the existence of meaning 
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and symbolism, I aimed to demonstrate, not meaninglessness but the emptiness— or 
transience—of meaning and symbolism. In chapter fifteen, I claimed that my work 
demonstrates that colour doesn’t have an inherent meaning, because the meaning of colour is 
constructed through cultural histories and personal experience, which are inevitably 
impermanent. 
In chapter sixteen, I introduced and discussed a small body of work, consisting of modular 
sculptures made using Lego, that explores notions of ‘emptiness’ and the ritual of 
reconstruction in Shinto culture. This included three projects, titled Play, Twins and Ghost. In 
this chapter, I spoke about how I was initially attracted to Lego as a ‘found material’ that could 
be re-contextualised for the purpose of making non-objective art. Beginning with Play (and its 
variation Play II, which was exhibited for examination), these sculptures, small hollow 
squares, employ a recurring motif of concentric squares and rectangles. Subsequently, Twins
—in reference to childhood friends who are identical twins—isolated the aesthetic qualities of 
colour and pattern found in the characters Wally and Odlaw from Where’s Wally?. Ghost 
further emphasised the qualities of modularity and transfiguration which characterise my 
practice at large. I continued my examination of Hara’s theory of ‘emptiness,’ through 
observations and discussion about the ritual of rebuilding the Ise Grande Shrine, which I 
correlated to the design—and my use—of Lego. Lego aﬀords the creative process of both 
putting things together and taking things apart, demonstrating Buddhist and Shinto notions 
of emptiness, transience and impermanence. I also discussed how these works re-
contextualise qualities of playfulness, humour and light-heartedness, usually reserved for 
children, into a context where adults are the predominate audience. Finally, I claimed that the 
use of the material Lego, as a vehicle for exploring Buddhist themes, subverts preconceived 
notions that Buddhism, as a topic for art, needs to be approached with heaviness. 
Representing and embodying the quality of lightness, these works align with the spirit of 
Buddhism. 
In chapter seventeen, I proceeded to explore the notions of subjectivity and objectivity in 
relation to the haiku poetry of traditional Japanese culture.  I began by outlining the historical 
development of this form of poetry in Japan, focusing primarily on Matsuo Bashō, who 
elevated haiku into the revered art-form that it is today. Bashō refused intellectual abstraction 
in favour of presenting the suchness of life through language in its simplest form. I turned, 
then, to D.T. Suzuki’s claim that successful art (verse, in this example) is predicated on the 
need to forfeit one’s self-identity. I explored this through the parable of Kaga haiku poetess 
Chiyo, whose eﬀorts at haiku were rejected by her master, because they were seen as merely 
conceptual, until she was able to break through and express her genuine feelings, free from 
the impediment of ego seeking self-glorification. I compared this parable to reflections by 
Joko Beck on learning to pay attention, which similarly required a dissolution of her self-
centredness. I also focused on Kyoshi Takahama, examining the relationship between 
subjectivity and objectivity, claiming that whilst subjectivity (one’s self) indeed exists, it is 
ultimately contained within ‘objectivity’ (the totality of life) and thus does not need to be 
asserted. Instead, subjectivity is naturally expressed through objectivity. Finally, I linked this 
claim to observations by Soetsu Yanagi about objects crafted during the Song Dynasty. He saw 
these, not as the manifestation of the personal expression of the individual maker, but instead 
proposed that their subjectivity lay beneath the surface, allowing the object itself to stand out. 
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In chapter eighteen, I took a closer look at Fukasawa’s design theory, especially the notion of 
‘Without Thought.’ I explored this primarily within the context of his own work and, 
secondarily, the work of his colleagues Sam Hecht and Kim Colin of Industrial Facility. Firstly, 
I outlined that Fukasawa’s theory claims that it is possible to apprehend the world without 
conceptual preconceptions, through the faculties of our senses. Subsequently, I used this 
theory to bridge Hara’s theory of ‘emptiness’ with the practices and philosophies of Zen 
Buddhism, particularly the Ordinary Mind Zen School. I identified an equivalence between 
the removal or restraint of one’s self-identification in that which they create, with the 
Buddhist practice of labelling and seeing through self-centred thinking. I further explored 
Fukasawa’s claim that both a conceptual and an experiential world exist simultaneously and 
that it is necessary to engage in both worlds, often in dialogue between the two. I compared 
this to the Buddhist concepts of the ‘absolute’ and the ‘relative,’ defining these terms in 
conversation with Dawson. We also spoke about the necessity for intellectual constructions, as 
well as the need to see them as they are. I proposed to Dawson that it may not be possible to 
perceive the world entirely without thinking. Whilst agreeing, he emphasised that Buddhist 
practice is directed not towards eradicating intellectualisation, but instead reducing and 
challenging preconceptions. I further explored Hara’s theory of ‘emptiness’ in various 
examples of Fukasawa’s work, including works featured in Hara’s curatorial projects. In these 
examples, I explored the synergy between Fukasawa’s concern to create objects that exist in a 
harmonious relationship with the unconscious behaviour of users and James J. Gibson’s 
theory of aﬀordances (I also included sculptor Carl Andre’s floor sculptures as an example of 
this). I specifically examined Fukasawa’s Juice Boxes, for Hara’s HAPTIC project, and their 
correlation with my artistic project Archive Space. Both mimic an original object or space and 
play with the subtle diﬀerences of recalled memories, reality and representation. I compared 
Fukasawa’s theory with Soetsu Yanagi’s notion, in The Unknown Craftsman, of having a first 
impression that is unmediated by intellectual preconceptions, akin to a child’s naturally 
unselfconscious state of mind. I then spoke to Dawson about the emphasis, placed by Hara, 
Fukasawa and Yanagi, on the necessity to remove or restrain ourselves from being part of the 
work that we create. I observed that it may seem that, in their emphasis on the absence of self-
consciousness in one’s work, these writers suggest that there is no such thing as personal 
imprint or style. Through our conversation, however, I concluded the chapter with a claim 
that the Buddhist notion that there is no individuated self does not negate individuality and 
uniqueness.  
Fukasawa’s notion, that the absence of our habituated thinking provides us with an 
opportunity to see things anew through the capacity of our senses, became the theme of the 
subsequent two chapters, nineteen and twenty. I discussed three of my artist books that 
expanded the use of gradients into the medium of three-dimensional objects. Firstly, I 
observed that Passage made aesthetic and thematic concerns from previous projects more 
explicit, including the use and symbolism of the colour pink and the phenomena of colour 
and its relationship to white. In this chapter I observed how Passage demonstrates the 
immateriality of colour as a vehicle to examine transience and impermanence. In the 
nineteenth chapter, I also discussed how I designed my website as a creative project to mirror 
the concerns and methodologies of my art practice, particularly those that emerged with 
Passage. In chapter twenty, I spoke about the two projects that Passage foreshadowed, 
including Becoming and Apparition. Whilst Becoming presented a full spectrum between two 
colours, transitioning from blue to pink, Apparition fades from white to black at its centre and 
– –408
 
from black to white at its end. Along with Passage, these artist books challenge the 
constructions of individual colours, and our ability to ‘know’ them. I claim that this results in 
making it impossible for viewers to define, in intellectual terms, where one colour begins and 
ends, thus proposing an ‘experiential understanding’ of colour. I concluded the twentieth 
chapter by noting that one of the contributions of my practice is the way in which I explore 
colour from a Zen Buddhist perspective. Colour is also a means by which I make an enquiry 
into—and practice—Zen Buddhism itself. 
In chapter twenty-one, I discussed Hara’s proposition for a new information format called ‘ex-
formation,’ in which something known is made unknown in order to thrill us afresh with its 
reality. There are several historical precedents to this theory, including Russian critic Victor 
Schlovsky’s theory of making the familiar unfamiliar, which he called ‘defamiliarisation,’ and 
Sigmund Freud’s notion of ‘the uncanny,’ wherein repeated encounters can make something 
familiar strange. By examining Hara’s theory of ‘ex-formation’ in his publications, notably 
Designing Design and Exformation, I attested that ‘ex-formation’ is an integral strategy that I 
employed throughout my accompanying body of work, in order to allow viewers to arrive at 
‘conceptual emptiness’ or ‘suchness.’ In the twenty-first chapter, I also drew comparisons 
between ‘ex-formation’ and the well-known Buddhist kōan from The Book of Serenity, which 
claims that not knowing is most intimate. I explored this claim in further discussion with 
Dawson, finding synergy between the value of making something unknown and the Buddhist 
intention to live and embrace the mystery of life, rather than seeking to explain it. Finally, I 
introduced a series of four video projects that I produced as part of this study between 2014–
2015, in which I mployed ‘ex-formation’ as a strategy. I discussed their origins as a response to 
Kurt Ralske’s challenge, to make work that is guaranteed to cause viewers to exclaim 
“WTF?!?!” In this chapter, I acknowledged that Ralske’s reflections on the art-assignment 
played a major part in steering my practice away from so-called failsafe strategies and 
‘autopilot minimalism,’ towards making work that is less mechanical and habituated by 
thought. These projects involved re-editing footage from animated cartoons into new videos 
that explore the silence of background scenery, the absence of sound, narrative and 
characters, and the absurdity of repetition. I outlined how I worked with footage from 
cartoons that were personally familiar and significant, tied closely to my childhood 
experiences and memories. 
In chapter twenty-two, I observed the origins of the first project in the series of video works—
In Your Absence You, Are Everywhere—and how it established a methodology that I would 
continue to employ in the subsequent three videos. I examined how the removal of characters 
and sound from the footage of Wacky Races (1968-1969) spoke to my recent personal 
experience of loss in a relationship and the absence of familial presence in my life. I also 
examined how much life and activity (often absurdly chaotic) was retained in the edited 
video, despite the silence and absence of characters. I compared the resulting footage to the 
criminological theory of Locard’s ‘Exchange Principle,’ the idea that all contact leaves traces. 
The video became a way of deconstructing absence and presence as dualistic constructions, 
claiming that present-moment experience is the aggregation of lived experiences that 
accumulate by being in the world. 
Subsequently in chapter twenty-two, I discussed If You Listen Closely, which this thesis is 
titled after. This video project is a compilation of background scenery stills, taken from 
– –409
 
episodes between 1949 to 1994 of the cartoon series Wile E. Coyote and The Roadrunner (these 
episodes were ones that involved the input of the series’ creator, Chuck Jones). In this chapter, 
I discussed how, by removing the characters, action, narrative and sound from the cartoon 
series and focusing instead on the imagery that is secondary to this, the sequence of images in 
this work subverts the role of background scenery, turning it into the foreground and making 
it the subject of a new animation. The silence in both works directs attention to the visual 
elements of the animation. I claimed that the removal of sound that is normally attached to 
and associated with particular imagery provides a heightened awareness of the visual 
properties. I compared both In Your Absence, You Are Everywhere and If You Listen Closely with 
the isolation of aesthetic elements evident in James Turrell’s Bullwinkle (2001) and Cory 
Arcangel’s Super Mario Clouds (2002). I concluded this chapter with the claim that the title of 
If You Listen Closely proposes a seemingly paradoxical question in the context of a silent video, 
that can be resolved when the notion of waiting for something to happen is discarded and one 
comes into the presence of the work itself. I contextualised this concern as having derived 
from my experience of Zen Buddhist meditation, as an explicit reference to the problems of 
kōans, which are paradoxical statements or questions, almost like jokes. Like the thesis itself, 
If You Listen Closely is a question or provocation asking what it is that one is able to hear, if one 
listens closely. I suggest that this video project—which portrays the scenes of the stillness, 
simplicity and serenity of an empty desert landscape—provides an opportunity to resolve this 
provocation. 
In chapter twenty-four I discuss the final two projects within this series, LOL and OMG, titled 
after the internet colloquialisms meaning ‘Laugh Out Loud’ and ‘Oh My God.’ In contrast to 
the previous ‘silent’ video projects, I discussed the use of sound in the third and fourth video 
projects. In the former, I compiled scenes from Wacky Races, featuring the character Muttley 
(voiced by Don Messick) laughing, into a single video. In the latter, I compiled monster sounds 
made by the villains in the three seasons of Scooby-Doo, Where Are You! (1969-1978). I claimed 
that the absurdity of these repetitions is ‘ex-formative’ for the viewer, enabling them to 
experience the footage without the structures of their habitual experience. I elaborated that a 
viewer experiencing LOL travels through a cycle wherein the laughter plays until it is no 
longer heard as laughter, continuing on to the point that it heard as laughter again. I also 
relate my own response as a viewer, experiencing each repetition with alternating pain and 
humour, which aggregates, becoming progressively more painful and more humorous with 
each cycle. With OMG I examined that, whilst a monster sound may seem ‘scary’ at first, it 
becomes absurd through simple repetition. I claimed humour as a serious medium, 
significant for its ability to deconstruct intellectual constructions by pushing boundaries and 
taking us beyond our comfort zone or place of familiarity. I also acknowledge that there is 
historical precedence to these ideas in the 20th Century avant-garde movements of dadaism, 
futurism and surrealism, as well as contemporary artistic expression influenced by these 
movements. Lastly, I highlighted the synergy between my intentions with these video projects 
and the lightness and humour that is evident in the tradition of Zen Buddhism. 
The remaining creative projects that comprise the body of work I produced to accompany this 
research are explored in chapter twenty-five. In this chapter, I discuss the 2016 exhibition 
White, which was a collaboration with Hayley Rose Hill. Informed by Kenya Hara’s 2010 
publication White, Hill and I explored white, not as a colour, but as a sensory experience that, 
in traditional Japanese culture, is linked to emptiness and silence. Furthermore, liminality 
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between the perceptible and the imperceptible became central to many of the works that 
comprised the exhibition. I predominately discussed Almost as an example of this, a series of 
three monochromatic inkjet prints in the pastel colours of blue, pink and yellow printed at the 
extremely low opacity of 10%. I observed how this positions viewers experience these prints in 
a liminal space between being colourless (white) and coloured (blue, pink and yellow). I 
claimed that, by operating at the threshold between the perceptible and the imperceptible, 
where nothing is certain or fixed, the works suspend viewers in an empty space and the 
silence of unknowing. I also discussed Hill’s work for the exhibition, including two 
installations that employ the use of white or neutral objects, conceptually empty experiences 
that illuminate our consciousness of transience and invoke our senses. I asserted in this 
chapter that our exhibition was a summation of the the central ideas explored throughout my 
thesis and its most aesthetically explicit representation. More specifically, I claimed that the 
works encapsulate the essence of my ongoing enquiry into work that operates outside of 
concepts, unmediated by ideas, understood instead through our senses. 
In the final chapter, I proposed the notion that we have an innate longing for simplicity as part 
of our original nature. I claimed that we arrive at simplicity as our natural way of being once 
we are able to dissolve the intellectualisation that creates a barrier between our selves and 
immediate experience. I also further examined the relationship between aesthetics and values 
of simplicity, exploring this in the context of artists associated with traditional Japanese 
culture, who saw their work as an extension of their practice of Zen Buddhism. I also explored 
this theme through a discussion of the ritualised ceremony of chanoyu and oryoki, which is 
geared towards the integration and embodiment of the values of Zen Buddhist practice. 
Finally, I turned to contemporary artists Hiroshi Sugimoto and Agnes Martin to illustrate the 
potential for art making as a form of Zen Buddhist practice, integrating the principles of 
simplicity into lived experience. 
I conclude my study with an unconventional ending, titled ‘To The Outside,’ that mirrors the 
introduction and aims at returning to and emphasising the simplicity of ‘suchness.’ In this 
first of two conclusions (the second of which, the more conventional, you are reading now), I 
began by observing how, as an artist, I constantly employ new strategies in order to both 
challenge my audience and keep my practice alive. However, I observed that over the past four 
years, despite the outward disparities of my creative practice, there has been a central concern 
that I keep returning to—consciously and unconsciously—that unifies all of my projects. This 
is the theme of ‘suchness,’ and in this section of the thesis, I claim that the aim of my entire 
thesis and accompanying body of work is to bring viewers back to an experience of ‘just this.’ 
‘To The Outside’ also served as an opportunity to meditate on the implications of having a 
chronic illness, which became exacerbated during this period of study. I recognised that the 
aesthetic of minimalism which I have been attracted to throughout my life relates to aspects 
of this illness and a growing need to radically simplify my life. Challenging my own bitterness, 
I wrote about the need to find acceptance and to identify diﬀerent ways in which I could 
continue to practice art without compromising my health. ‘To The Outside’ also featured, for 
the last time, a conversation I held with Dawson. We spoke primarily about experiencing art 
from a Zen Buddhist perspective, wherein one first—and primarily—has a direct and 
unmediated experience of art before proceeding, secondarily, to critique and evaluate the 
object of art and one’s own experience. Dawson and I also spoke about the value of making art 
that provides people with an experience of the simplicity one arrives at through Zen Buddhist 
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practice, arguing that art can be the manifestation of simplicity itself. Furthermore, whilst art 
can stimulate something in the mind, Dawson claimed that he is far more interested in the 
feeling that it can evoke. Our conversation also became a place to address the usefulness of 
making work that is geared towards ‘suchness.’ Observing people’s reactions to my work 
during the first few years of this study led me to develop the cynical perspective that having 
such an aim was futile. Dawson gently challenged me to reconsider this, proposing that the 
value of my work is not negated by how somebody responds to it. I drew comparisons with 
this statement and the Tibetan Buddhist teacher Trungpa Rinpoche’s notion of receptivity. 
Using the moon and a bowl of water as his example, he emphasised that as the moon we 
cannot control whether or not our image is reflected in the bowl of water or not, because this is 
dependent on the quality of their presence within the relationship. I made the assertion that 
similarly, our intentionality as artists is not voided by how the work is received. It probably 
comes as no surprise that, by the end of ‘To The Outside,’ I returned to the theme of ‘suchness,’ 
giving the example of John Cage and his aim to open audiences to all the sounds that 
surround us in our environment. I concluded by claiming that I share aﬃnity with Cage, in the 
sense that the spirit of my art practice is to direct our attention towards the sounds that we can 
hear only if we listen closely. Answering the question the title of the thesis proposes, I claim 
that this sound is this very moment. 
So here we are. This ‘conventional ending’ has thus summarised my findings throughout this 
research period. With apologies to Jim Morrison: This is the end, beautiful friend… Of our 
elaborate plans and of everything that stands…  This is the end of this thesis. If you didn’t 582
quite make it through, I don’t blame you. After all, who would read a thesis with so many 
words when part of my final contention is about forgetting the words altogether? But if you 
did make it here, whether out of a sense of joy or begrudgingly (perhaps because you were 
engaged to proofread the final text), I’m sure you’ve realised how much I actually revere 
words. This thesis is in no way an attempt to discredit the intellectual processes that one 
employs to arrive at the written word, or for the act of reading such a product. I am not 
interested in setting up a binary distinction between ‘good’ presence (say through Zen 
Buddhist meditative practice) versus ‘bad’ intellectualisation. Whether the faculty of our 
intellect is used well or poorly is not a reflection on the value of all intellectual processes. 
Rather, through the practice of Zen Buddhism, when we transcend the kind of thinking that is 
obsessed with and pertains to the construction of self and other, we gain access to the most 
useful, constructive and creative processes of the intellect. Indeed, my challenge as a 
practitioner of Zen Buddhism—but not only that, for it is truly your challenge, our challenge—
is to stay grounded in the body, in the present moment experience of the here and now, whilst 
simultaneously employing our faculties of the intellect and the imagination. Who would be 
able to quantify the vibrant potentiality and possibility this would aﬀord us, especially those 
who are fortunate enough to possess a wild imagination? 
 Morrison, Jim, ‘The End’ by The Doors, from The Doors (New York City: Elektra, 1967)582
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EPILOGUE  
I have been sorting and simplifying boxes of my art archive since High School and came 
across a notebook that is now several years old that I had thought I had thrown out. It is a 
notebook I used to write prose poetry about a guy I had dated for a couple of months and all of 
a sudden I vividly remember waiting to meet him at the cinemas and drawing a sketch that I 
now find striking. It is the image of a single rock, with the words ‘If You Listen Closely’ written 
below them (Figure 239). Sometimes I will come across a phrase or a word and there is an 
artwork to be found in it. Upon viewing another notebook, I remembered that I intended this 
phrase as the title for a diﬀerent artwork. In this second notebook, the acronym ‘IYLC’ 
meaning ‘If You Listen Closely’ is written below a sketch of an installation I intended for an 
exhibition planned later that year. The installation is a single rock, perhaps with a height and 
width of about a foot, on a small table. A viewer enters this space, which is silent, and they see 
the rock. They read the title and description of the work. They are asked to consider what it is 
they will hear if they listen closely. 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 Figure 239. Adrian Clement, Untitled (2014), pen on paper, 20.5 x 12 cm  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… and so there ain’t nothing more to write about, and I am rotten glad of it, 
because if I’d a knowed what a trouble it was to make a book I wouldn’t a tackled 
it, and ain’t a-going to no more. 
—Huckleberry Finn by Mark Twain  583
… stories never really end. They can go on and on and on. It’s just that 
sometimes at a certain point, one stops telling them. 
—The Borrowers by Mary Norton  584
 Twain, Mark, The Adventures of Huckleberry Finn (New York: Harper, 1899), p. 375583
 Norton, Mary, The Borrowers (London: Puﬃn Books, 1952), p. 102584
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